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total music-education program, It examines the historical, philo- 
sophical, and psychological foundations of music education and 
develops principles for all aspects of the operation of the music 
program including program development, methods of teaching, 
administration, supervision, and evaluation. It is a general book 
in that it treats not one level or phase of the music-education 
program but the total program. It is specific in that the concepts 
developed are applied to every aspect of music education by 
means of numerous examples. The approach is believed to be 
unique in developing a comprehensive conceptual framework 
and applying it to music education. 

The content of the book has been developed and refined 
through a two-semester sequence of courses called Foundations 
and Principles of Music Education offered each semester and 
summer session during the past seven years at the University of 
Illinois. 

The book is intended as a basic text for undergraduate and 
graduate courses in music-teacher preparation programs such 
as Orientation to Music Teaching, Introduction to Music Edu- 
cation, Principles of Music Education, History and Philosophy 
of Music Education and the general methods courses that fre- 
quently precede special methods courses in the music-teacher 
preparation sequence. It may also be used in courses offered in 
the senior year of music-teacher preparation, the purpose of 
which is to synthesize learnings gained in previous courses in 
education and music education. 

It is hoped that the book will make a significant contribution 
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to the preparation of intellectually competent and educationally 
perceptive music educators. Such persons are urgently needed 
to consolidate the position of music education and to chart new 
directions for its future development. 
Charles Leonhard 
Robert W. House 
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Chapter 
The Objectives and 


Processes of Education 


Introduction. It is the viewpoint of this book that music edu- 
cation has a highly important function in the education pro- 
gram and that music education must be shaped logically and 
realistically within the framework of the total program of the 
school. It is believed that the primary purpose of the music- 
education program is to develop the aesthetic potential, with 
which every human being is endowed, to the highest possible 
level. 

Music education has a truly unique mandate in contemporary 
American education—to provide varied, significant, and cumu- 
lative musical experience for every American child. If this man- 
date is to be fulfilled, school music experiences must be of such 
quality as to enable every child to: 

1. Establish working standards in his valuation of music 

2. Bring imaginative vision to all his experience with music 

3. Develop the resources for the heightened quality of sym- 
bolic experience available through music 

4. Attain the highest level of musical understanding of 
which he is capable 

5. Gain sufficient proficiency in singing and in playing an 
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instrument to make it possible for him to be an active: partici- 
pant in music throughout his life 

Music has intrinsic value; it requires no external justifica- 
tion. Dewey provided a clear-cut focus for music education in 
saying: * 


They [the arts] reveal a depth and range of meaning in ex- 
periences which otherwise might be mediocre and trivial, ‘They 
supply, that is, the organs of vision. Moreover, in their fullness 
they represent the concentration and consummation of ele- 
ments of good which are otherwise scattered and incomplete. 
They select and focus the elements of enjoyable worth which 
can make any experience directly enjoyable. They are not lux- 
uries of education but emphatic expressions of that which 
makes any education worthwhile, 


Clearly music merits full rights in the curriculum; it can and 
should be taught as music, and for its own sake. 

The point of view presented in this book is that the music 
program should be dedicated to the development of musical 
responsiveness and musical understanding on the part of all 
pupils in the school. The task of the school music program is 
essentially to organize a favorable musical environment in 
which every pupil can undergo the maximum musical growth 
consistent with his ability and his interests. The school must be 
especially concerned that it provide musical experiences which 
have significance in the daily living of the pupils both while 
they are in school and when they are away from school. 

These experiences fall into two broad categories, general mu- 
sic and musical specializations, The former consists of a planned 
sequence of musical experiences selected for their value in pro- 
moting musical responsiveness, broad musical understanding, 
and over-all musical competence; these experiences should be 
available to all pupils throughout their period of schooling. The 


*John Dewey, Democracy and Education, The Macmillan Company, New York, 
1916, p. 279, Reprinted by permission of the publisher. 
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musical specializations properly represent a natural and desir- 
able outgrowth of significant and successful general music ex- 
periences, All aspects of the program should be considered as 
means to musical development of the pupils and never as ends 
in themselves. 

This view of the purpose of music education differs markedly 
from views exemplified in many current programs of music 
education. The music-education scene includes several different 
kinds of programs which fail to take into account the nature of 
the aesthetic experience and the importance of aesthetic experi- 
ence in the life of the human being. These faulty programs in- 
clude the following: 

1. Programs with undue emphasis on performance. In these 
programs every effort is made to discover as early as possible 
students with superior performance facility. They are started 
early on some specialized aspect of music with a consequent 
neglect of their broad musical development. Students who can- 
not or will not conform to the rigidly prescribed pattern are 
gradually lopped off and little attention is given to meeting 
their musical needs. 

2. Programs aimed principally at the musical entertainment 
of students. Here standards in literature and performance have 
little importance, and no one cares whether musical learning 
takes place or not just so long as everybody is happy. Students 
make little progress from year to year, and contact with music 
is superficial, rewarding only for the moment and seldom lead- 
ing anywhere. 

3. Programs emphasizing music as an instrument for achiev- 
ing unmusical ends such as health, citizenship, and so on. Such 
programs ignore the unique values inherent in the musical ex- 
perience and attempt to justify music by preposterous and un- 
convincing claims concerning the utility values of music. 

4. Programs in which music loses its identity through spe- 
cious integration with other subject areas of the school. This 
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condition is especially prevalent in elementary schools having a 
fused, core, or other type of integrated curriculum and an in- 
adequate staff of specialized music personnel, Although it is true 
that music can illuminate some other subject matter, the music 
program which fails to stand on its own feet and provide for 
cumulative musical learning denies the importance of musical 
experience itself, musical learning, and musical independence. 

5. Programs aimed largely at securing public approbation. 
Here the music program is viewed as a public relations arm of 
the school. Principal attention is given to the preparation of 
performing groups likely to gain popular approval. No request 
for a performing group is denied even though the excessive 
number of appearances interferes seriously with the education 
of the students not only in music but in other phases of their 
schoolwork. Excesses in this direction occur in schools at all 
levels but reach most damaging proportions in some college 
music schools where students may be absent for weeks on ex- 
tended tours. Viewed objectively, such practices constitute un- 
justified exploitation of students, 

Because of the vitality of the musical art and the devotion 
of thousands of music educators to their profession, music edu- 
cation has undergone startling development and has made out- 
standing accomplishments in the United States, Looking at the 
situation dispassionately, however, one cannot be complacent 
about the position of music education in American schools. 
Alarming cutbacks in music programs have already occurred 
in many parts of the country. In the eyes of many school ad- 
ministrators and many laymen, music remains an educational 
frill, an adjunct rather than an integral part of the general 
education program. As a result, when the educational program 
must be cut, music seems to them to be a logical place in which 
to begin. 

Furthermore, objective evaluation of the products of music 
education indicates that the program has many shortcomings 


The Objectives and Processes of Education 5 


and is in urgent need of improvement, Some of the more ob- 
vious indications of the need for reappraisal of the program 
are the small percentage of student participation in secondary 
school music programs, the low level of musical competence and 
interest shown by many elementary classroom teachers and 
prospective teachers who are products of music-education pro- 
grams, the low level of accomplishment outside of performance 
shown by freshman music majors in colleges and universities, the 
small impact of the music program on adolescents compared with 
the impact of the latest popular-music trend, and the small de- 
mand for good music programs on radio and television, 

This situation is due in large measure to the failure of music 
education to develop a sound theoretical and philosophical orien- 
tation for the music program. Most music-education profes- 
sional literature gives assent to the importance of music in edu- 
cation and attempts to justify it by showing a more or less 
tenuous connection between music and the general objectives 
of education. While music can make contributions of varying 
importance to the achievement of such objectives as health, 
citizenship, command of fundamental processes, and so on, 
the weakness of attempts to justify music in this way lies in 
the fact that none of these objectives is unique to music and 
that many other areas of study point more directly and con- 
vincingly to their attainment than does music. 

The practicing music educator, confronted with this hazy and 
unconvincing theoretical justification for music in general edu- 
cation, almost inevitably either favors unmusical ends at the 
expense of musical ones or emphasizes performance for the few 
and neglects the general musical education of the many. This, 
in turn, reinforces the impression of the administrator and the 
public that music has little or no value outside of performance. 

To consolidate the position of music education in American 
schools and to ensure further progress, music educators on all 
levels need to develop these fundamental qualifications: 
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1. They must understand the total work of the school and the 
interrelatedness of all aspects of the school program. 

2. They must be well informed about the general objectives 
of the school. 

3. They must understand the unique contribution that music 
can make to the total function of the school. 

4. They must be able to work and communicate with adminis- 
trators in other areas of the school. 

The primary purpose of this book is to assist music educators 
and prospective music educators in developing these essential 
understandings. The present chapter presents a short summary 
treatment of the objectives of education and a discussion of the 
processes involved in education. All phases of the music-educa- 
tion program are treated in subsequent chapters. 


THE OBJECTIVES OF EDUCATION 


Objectives are defined as precise, clear statements of values, 
goals, or directions of education. Definite statements of objectives 
are essential in the educational process, for in their absence, edu- 
cational experiences lack focus, meaning, and motivation and 
are likely to be chosen at random on the basis of tradition or 
at the whim of teachers or students. 

Since objectives clarify the purposes of education and indicate 
the nature of desired outcomes, they provide the only sound 
basis for organizing and conducting educational activity; for 
determining content, materials of instruction, methods of teach- 
ing, and administrative policies; and for guiding the evaluation of 
outcomes. 

To illustrate the influence of objectives on all these processes 
let us assume that an important objective of the music-educa- 
tion program is to develop powers for the use of music in out- 
of-school life. The implication of this objective for the selection 
of experiences is that the experiences should point toward the 
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development of musical independence on the part of the student. 
Thus, the program must be organized to enable the student to 
participate in a variety of musical activities including individual 
as well as small- and large-group participation, The student 
whose only musical experience is derived from playing an in- 
strument in the band or orchestra would be unlikely to attain 
this objective. Unless his instrument is one having substantial 
solo possibilities and unless he has attained extraordinary facility 
on it, he is almost certain to store or sell it after leaving school 
and participate in music in a limited way from then on. In order 
to achieve this objective the music program must include, in 
addition to band and orchestra experience, small-ensemble play- 
ing, singing in large and small groups, voice classes, meaningful 
listening experiences, piano classes, and other musical activities 
which are potent forces in developing musical independence and 
the ability and desire to use music in out-of-school life. 

The influence of this objective on determining the content of 
the experiences and the materials of instruction is likewise ap- 
parent. If a pupil’s experiences are to have the greatest appeal and 
are to develop the desire to participate on his own in music, 
the instruction must be centered in music of high quality and 
expressive value. Undue emphasis on exercise material or the 
selection of music of pedestrian quality or music with a utili- 
tarian function is not likely to attain this objective. Further- 
more, the level of difficulty of the music must be such that it 
challenges the student but does not discourage him or make him 
needlessly dependent on the instructor. 

The implications of this objective for methods of instruction 
are equally clear. Constant emphasis on the expressive value of 
the music is essential. The provision of opportunities for student 
selection of music, student suggestions for the interpretation 
of music, free discussion of student preferences for different 
pieces of music and styles of interpretation, and individual and 
group practice without restriction from the instructor are all 
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indicated. Likewise, the instruction should seek to provide a link 
between school music experience and the music participation 
of the students outside of school. Community, radio, and tele- 
vision programs of music can provide the basis for discussion of 
music in the classroom and serve as points of departure in the 
pursuit of musical learning. The inclusion of music indigenous 
to and accepted by the community is also suggested. 

Democratic teaching procedures which consider student mu- 
sical interests, involve student choice, and point toward the 
development of discrimination and independence on the part of 
students are recommended in attaining this objective. Auto- 
cratic teaching in which the instructor dominates all facets of 
the musical experience, on the other hand, is unlikely to con- 
tribute to this end since it almost inevitably results in undue 
dependence on the instructor. 

Administrative policies must also be directed toward this 
objective. For example, scheduling needs to be sufficiently flexible 
to enable students to gain a variety of musical experience. High 
school class schedules are often so rigid that a student can choose 
only one musical activity, and administrative or teacher pres- 
sure often precludes participation in an activity other than the 
large groups. Facilities and equipment for individual listen- 
ing, individual practice, and small-group practice are also es- 
sential. The mere provision of one large music room for group 
rehearsals inevitably proves inadequate for attaining this ob- 
jective. A library of easily available recordings and music, listen- 
ing rooms or listening tables in the library, practice rooms of 
varying size and instruments available to students without charge 
are essential to the administration of a program that purports 
to attain this objective. 

This goal must also be taken into account in any realistic 
evaluation of the music program. The success of musical or- 
ganizations in contests, the number of students participating in 
the program, and the number of a group’s public performances 
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do not represent valid criteria for the evaluation of the suc- 
cess of a music program in relation to this goal. Much more valid 
evaluation would be secured by determining the extent to which 
students participate in community and church music activities, 
the number of students having record collections, the kind and 
extent of students’ radio and television listening, and the pa- 
tronage by students of concerts, recitals, and so on. 

The previous discussion has illustrated the influence of one 
objective on the entire music program. It also supports the con- 
tention that the statement of valid objectives represents the only 
reasonable basis for organizing a program of instruction, for 
selecting experiences, for selecting methods of teaching, for 
establishing administrative procedures, and for evaluating the 
program. The necessity for a clear understanding of objectives 
on the part of all music educators is apparent. 


The Levels of Objectives 


It is important to recognize that several levels of objectives 
exist. Much of the confusion surrounding teachers’ efforts to 
develop objectives and a great deal of the lack of success at- 
tending efforts to organize objectives-oriented educational pro- 
grams arise because of the failure to comprehend the various 
levels of objectives and their relationship to actual classroom 
instruction. As a result, statements of objectives for classroom 
instruction are often so vague and abstract as to have little 
worth in giving focus to the efforts of teacher and students. For 
example, “worthy use of leisure” and “good citizenship” are ab- 
stract concepts of great complexity and remoteness, but even so 
they are typical of objectives that teachers proclaim for day-to- 
day instruction in music. The connection between a music lesson 
and these objectives is so obscure and tenuous as to provide 
little or no direction for the teacher or students in planning and 
conducting their musical experiences. 

In this chapter objectives are considered on four levels: (1) 
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broad social objectives, (2) concrete social objectives, (3) 
program objectives, and (4) instructional objectives. Each of 
these levels will be explained and illustrated in the following 


discussion. 


Broad Social Objectives of Education 


From the beginning, American education has been guided by 
two ideas which are basic to the concept of a democratic society: 
(1) the need for a literate and well-informed citizenry and (2) 
equality of opportunity for each individual. Implied in the 
Constitution of the United States, these ideas have provided a 
consistent focus for American education, Educational philos- 
ophy and practice, legislation, custom, and public thinking have 
long recognized the necessity for education for all citizens and 
have been increasingly dedicated to this ideal. 

The Educational Policies Commission in The Unique Function 
of Education in American Democracy reaffirms the philosophy 
underlying American education in these words: °? 


The primary business of education, in effecting the promise 
of American democracy, is to guard, cherish, advance and 
make available in the life of the coming generations the funded 
and growing wisdom, knowledge and aspirations of the race. 
This involves the dissemination of knowledge, the liberation of 
minds, the development of skills, the promotion of free in- 
quiries, the encouragement of the creative or inventive spirit, 
and the establishment of wholesome attitudes toward order and 
change—all useful in the good life for each person, in the prac- 
tical arts and in the maintenance and improvement of Ameri- 
can society, as our society, in the world of nations. 


Broad social objectives are stated on the highest level of gen- 
eralization and serve to provide the basic philosophical orienta- 
2 Educational Policies Commission, The Unique Function of Education in American 


Democracy, National Education Association, Washington, 1937, pp. 59-60. Reprinted 
by permission of the publisher. 
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tion for each successively more concrete and specific level of 
objectives. 


Concrete Social Objectives of Education 


The progress of education has been marked by the formula- 
tion of statements of objectives by various individuals and 
groups. Following the lead of Herbert Spencer, who in 1860 
proposed that education should be directed toward the prepara- 
tion of the individual for productive participation in the ac- 
tivities basic to society, most recent statements have sought to 
interpret the concrete social objectives of education through 
an analysis of life activities. According to Spencer, “to prepare 
us for complete living is the function which education has to 
discharge.” His objectives included (1) self-preservation, (2) 
securing the necessities of life, (3) rearing and caring for off- 
spring, (4) maintaining proper social and political relations, 
and (5) gratifying tastes and feelings and pursuing other leisure- 
time activities. 

In 1918 the Commission on the Reorganization of Secondary 
Education proposed seven objectives for education based on a 
similar analysis of life activities. These appeared in a publication 
entitled Cardinal Principles of Education and, for that reason, 
are frequently referred to as “The Seven Cardinal Principles 
of Education.” They enumerate and describe in detail the func- 
tions of education and have exerted a tremendous influence on 
education. Although subsequent statements of objectives have 
appeared, these remain a pertinent and useful synthesis of 
thought concerning the ‘functions of education. The broad 
objectives are: 

1. Health 

2. Command of fundamental processes 

3. Worthy home membership 

4. Vocation 

5. Civic education 
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6. Worthy use of leisure 

7. Ethical character 

An important departure in the statement of the concrete social 
objectives of education occurred in The Purposes of Education 
in American Democracy, a publication originating with the 
Educational Policies Commission and published by the National 
Education Association. These objectives are unique in being 
stated in terms of the desired behavior of an educated person. 
This characteristic makes them a great deal more specific and 
more directly applicable to actual teaching situations than most 
statements of objectives on this level. They describe behavior 
under four categories: (1) the objectives of self-realization (the 
person as an individual), (2) the objectives of human relation- 
ships (the person as a family member and social being), (3) the 
objectives of economic efficiency (the person as a producer), 
and (4) the objectives of civic responsibility (the person as a 
citizen). Sinçe these objectives help provide a backdrop for the 
discussion of objectives for music education in a later chapter, 
the complete statement is given here: * 


The Objectives of Self-realization 


The Inquiring Mind. The educated person has an appetite for 
learning. 

Speech. The educated person can speak the mother tongue. 

Reading. The educated person reads the mother tongue effi- 
ciently. 

Writing. The educated person writes the mother tongue effec- 
tively. 

Number. The educated person solves his problems of counting 
and calculating. 


* Educational Policies Commission, “The Purposes of Education in American De- 
mocracy,” Policies for Education in American Democracy, National Education Associa- 
tion, Washington, 1946, book III, pp. 192, 212, 226, and 240, Reprinted by permission 
of the publisher. 
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Sight and Hearing. The educated person is skilled in listening 
and observing. 

Health Knowledge. The educated person understands the basic 
facts concerning health and disease. 

Public Health. The educated person works to improve the health 
of the community. 

Recreation. The educated person is participant and spectator in 
many sports and other pastimes. 

Intellectual Interests. The educated person has mental resources 
for the use of leisure. 

Esthetic Interests. The educated person appreciates beauty. 

Character. The educated person gives responsible direction to 
his own life. 


The Objectives of Human Relationships 


Respect for Humanity. The educated person puts human rela- 
tionships first. 

Friendships. The educated person enjoys a rich, sincere and 
varied social life. 

Cooperation. The educated person can work and play with 
others. 

Courtesy. The educated person observes the amenities of social 
behavior. 

Appreciation of the Home. The educated person appreciates the 
family as a social institution. 

Conservation of the Home. The educated person conserves fam- 
ily ideals. 

Homemaking. The educated person is skilled in homemaking. 

Democracy in the Home. The educated person maintains dem- 
ocratic family relationships. 


The Objectives of Economic Efficiency 
Work. The educated producer knows the satisfaction of good 


workmanship. 
Occupational Information. The educated producer understands 
the requirements and opportunities for various jobs. 
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Occupational Choice. The educated producer has selected his 


occupation. 

Occupational Appreciation. The educated producer appreciates 
the social value of his work. 

Personal Economics. The educated consumer plans the eco- 
nomics of his own life. 

Consumer Judgment. The educated consumer develops stand- 
ards for guiding his expenditures. 

Efficiency in Buying. The educated consumer is an informed and 
skilled buyer. 

Consumer Protection. The educated consumer takes appropri- 
ate measures to safeguard his interests. 


The Objectives of Civic Responsibility 


Social Justice. The educated citizen is sensitive to the disparities 
of human circumstances. 

Social Activity. The educated citizen acts to correct unsatis- 
factory social conditions. 

Social Understanding. The educated citizen seeks to understand 
social structures and social processes. 

Critical Judgment. The educated citizen has defenses against 
propaganda. 

Tolerance, The educated citizen respects honest differences of 
opinion. 

Conservation. The educated citizen has regard for the nation’s 
resources. 

Social Applications of Science. The educated citizen measures 
scientific advance by its contribution to the general welfare. 

World Citizenship. The educated citizen is a cooperating mem- 
ber of the world community. 

Law Observance. The educated citizen respects the law. 

Economic Literacy. The educated citizen is economically liter- 
ate. 

Political Citizenship. The educated citizen accepts his civic 
duties. 

Devotion to Democracy. The educated citizen acts upon an un- 
swerving loyalty to democratic ideals. 
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Perhaps the outstanding contribution of this statement of 
objectives lies in the fact that it focuses attention on the neces- 
sity for education to foster learning other than knowledge, 
which received major emphasis in traditional education. 

Objectives on the concrete social level serve to bridge the gap 
between broad social objectives which define education and the 
operational level of objectives which includes program and 
instructional objectives. 

Obviously, music educators do not generally participate in 
the formulation of either level of social objectives; rather, they 
use both as a basis for developing program and instructional 
objectives. Objectives on the broad social level are properly 
viewed as sources of philosophical orientation. Thus, music- 
education programs in the United States should reflect the broad 
concern of American education for providing equality of 
opportunity and for transmitting all phases of our cultural 
heritage. 

Statements of objectives on the concrete social level properly 
serve as points of departure for the statement of program ob- 
jectives. It is a common error to assume that music education 
can and should contribute to the attainment of all objectives 
on the concrete social level. Nothing could be further from 
the truth. In developing program objectives, music educators 
must make a logically defensible selection of the objectives on 
the concrete social level to which music education can make a 
valid contribution. For example, it would appear obvious with 
reference to the statement of objectives prepared by the Edu- 
cational Policies Commission that music education can con- 
tribute most significantly to three objectives of self-realization, 
those having to do with aesthetic interests, recreation, and in- 
tellectual interests. Using these objectives as a point of departure, 
music educators must then define the musical competencies 
which will enable students to use music both as a source and a 
focus for aesthetic interests, recreational resources, and intel- 
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lectual interests, Music education can contribute to the attain- 
ment of these concrete social objectives only when it results 
in the development of people who are musically educated, that 
is, people who have developed musical resources and musical com- 
petencies which enable them to make music a vital and moving 
force in their lives. 


Program Objectives 


Program objectives are on the operational level and give 
explicit direction to the total program in a subject-matter area, 
for example, the social studies program, the physical education 
program, or the music-education program. Objectives on this 
level should include all the different types of learning involved 
in a particular subject—knowledge and understanding, mental 
and motor skills, attitudes and appreciations, and habits. There 
is a great tendency in all subject-matter areas to give pre- 
ponderant attention to objectives related to the accumulation 
of knowledge. This is no doubt due, at least in part, to the fact 
that textbooks provide a readily available and convenient context 
for learning knowledge and that testing and evaluation of knowl- 
edge are much more direct, simple, and easy to defend than in 
the other types of learning mentioned. Furthermore, the weight 
of tradition is strongly in favor of teaching facts even when the 
relationship of those facts to life activities is tenuous and ob- 
scure. As a result, many teachers feel more comfortable and 
secure in treading the narrow but firm path of knowledge than 
in embarking on the rocky road to more intangible values in- 
herent in understanding, appreciation, attitudes, and so on. 

Exclusive attention to learning knowledge can never bring 
about successful results in any endeavor except a quiz show. In 
the first place, there is little doubt but that successful learning 
of knowledge itself depends upon the learning of proper at- 
titudes and appreciations, Furthermore, if knowledge is to 
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function, understanding is essential. Likewise, unless rewarding 
and worthwhile habits are learned, all other types of learning 
remain essentially useless. 

Knowledge refers to any body of facts gathered by study, in- 
vestigation, or observation. Understanding applies to the com- 
prehension of facts and the ability to apply knowledge in a | 
problem-solving situation, These definitions imply that knowl- 
edge alone has little value and that it can be put to use only 
when accompanied by understanding. For example, a student 
may know that the key of E major has four sharps in the key 
signature and may be able to name them. Taken by itself, how- 
ever, this verified piece of knowledge has little meaning or use 
in a person’s musical life. It gains real meaning only when he 
understands the function of the key signature, the effect of the 
key signature on the scale beginning on E, and the relationship 
of the key of E to other keys in the tonal system. Nevertheless, 
much time in music classes is spent developing this very piece 
of knowledge, and many children become able to recite key 
signatures with rapidity and precision. Because of their lack 
of understanding, however, the knowledge does not function in 
their musical pursuits and, in the absence of use, is forgotten 
much more rapidly than it was learned. 

Attitude refers to a generalized emotional reaction for or 
against a specific object. Attitudes have a direct effect on learn- 
ing of all kinds and have much to do with the efficiency with 
which knowledge and understanding are developed. They are 
also products of education; progress toward any objective in 
music education depends upon the attitudes developed in chil- 
dren as a result of their musical experience. Many people resist 
contemporary music, for example, because they have a negative 
attitude toward any music differing from the traditional mode 
of musical expression. This attitude, like all others, is learned. 
It may result from exclusive exposure to traditional music 
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over a long period of time; it may be a reflection of a similar at- 
titude on the part of music teachers or parents; or it may be due 
to a lack of understanding of the nature of musical expres- 
sion. In any case, such an attitude impedes learning of all kinds. 
The objectives of music education must include positive attitudes 
on the part of students. 

Appreciation refers to a positive emotional reaction to an 
object and includes some degree of enjoyment and perception of 
the aesthetic qualities of the object. Any level of appreciation 
assumes keen enjoyment, and the higher levels of appreciation 
imply discriminative enjoyment of aesthetic qualities, The de- 
velopment of a high level of appreciations is of utmost im- 
portance in music education. For example, the most detailed 
and precise knowledge of music history and literature does little 
to illuminate the art of music unless accompanied by a high level 
of appreciation of and responsiveness to the aesthetic quality of 
music as it has developed through succeeding stylistic epochs 
in the history of the art. Music education attains its supreme 
value when it is first and foremost aesthetic education and when 
it results in the development of the abilities necessary to enjoy 
music with perception and discrimination. 

The ultimate criterion for judging the success of learning lies 
in the kinds of habits that are developed. Does the learner 
develop the habit of pursuing learning further on his own? Does 
he habitually put to use in life activities the learning that has 
accrued from his education? More specific to music education, 
does he habitually participate in music with ever-increasing 
pleasure? Does he constantly seek to refine his musical learn- 
ing? These things can happen only if his learning has included 
sound habits of work which draw upon and expand his ac- 
complishment in all the different types of learning considered 
here. 

Thus it can be seen that in developing program objectives 
for the music program, the teacher must give consideration to 
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all the different products of musical learning, knowledge, un- 
derstanding, attitudes, appreciations, skills, and habits. 

T he Statement of Program Objectives. It has been pointed out 
that one of the unusual characteristics of the concrete social 
objectives formulated by the Educational Policies Commission 
is that they are stated in terms of desired behavior. Even with 
this precedent, however, program objectives of music education 
continue for the most part to be stated as abstract concepts. 
It is only when program objectives specify and define desired 
musical behavior that they give direction to teachers in formu- 
lating instructional objectives. The guiding principle for the 
formulation of program objectives is to analyze the behavior 
of a musically educated person and state specifically the knowl- 
edge, understanding, attitudes, appreciations, skills, and habits 
it is desirable and feasible to develop in the course of the total 
program of music education. 

The Importance of Internal Consistency and Continuity in 
Program Objectives. One of the grave difficulties facing music 
education at this time is that continuity is lacking from one 
level of the school to the other. For many years most music-edu- 
cation programs operated with a highly organized course of 
study based upon a precise division of musical knowledge and 
skill. The sum total of musical competence was, so to speak, 
divided up and placed in eight, ten, or twelve large capsules, 
each of which was to be gradually consumed by students dur- 
ing one year of the music program. Supervisors planned the 
work with utmost care and provided strict supervision to 
ensure that the schedule was maintained at such a rate that all 
of each capsule would be consumed by the end of the year. This 
plan for teaching music, however neat and precise, failed to take 
into account many important factors, including individual dif- 
ferences among pupils, variations in different classes, and the 
varied competencies and personalities of teachers. Furthermore, 
it very often emphasized unduly the learning of knowledge and 
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skill and neglected other learning products. Recognition of these 
deficiencies has brought about almost complete abandonment 
of the uniform course of study. 

Regrettably, although the music program has escaped from 
the strait jacket imposed by the uniform course of study, it 
now often exhibits a perilous lack of unity and coherence. 
Pupil experiences are often selected and conducted at random 
with little comprehension by either teacher or pupils of re- 
lationship of present experiences to what has come before and 
what is to follow. Many music programs lack any goal-directed 
sequence and fail to bring about continuous progress in the 
development of musical competencies. For this reason many 
administrators rightly question the continuation of general 
music in the secondary school when it is a rehash of the ele- 
mentary school experience. Many are likewise dubious about 
the benefit of several years in band or chorus when successive 
years of these activities bring about no significant new experience 
for the student. 

Another unfortunate aspect of the present situation is that 
the different phases of the music program frequently lack com- 
mon goals and sometimes even work at cross purposes. For 
example, an instrumental teacher, who is rightly concerned about 
the development of music-reading competence, finds that the 
general music teacher gives little attention to this important 
objective. Likewise, one teacher in a system may work sincerely 
and devotedly for the development of musical responsiveness 
and, to that end, use the finest and most beautiful music pos- 
sible while another teacher, principally interested in the develop- 
ment of technique, may flood the pupils with the most barren 
and mechanical exercise material conceivable. The only result 
of such situations is confusion on the part of the pupils and 
the hindrance of their musical development. 

The solution to the dilemma lies in the development of pro- 
gram objectives which apply to all levels and phases of the pro- 
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gram and in the development of understanding by each teacher 
of the contribution to those objectives that his particular level 
and phase of work should make. 


Instructional Objectives 


Instructional objectives serve to give direction to day-to-day 
teaching and learning in the classroom. If they are to function 
properly, they must exhibit the utmost in specificity and con- 
creteness. Instructional objectives must be geared most definitely 
to the needs and interests of the particular group of pupils in- 
volved. 

In the formulation of instructional objectives, considera- 
tion must be given to teacher objectives and pupil objectives. 
This implies the need for pupil-teacher planning of all aspects 
of the learning experience. Adequate instructional objectives 
result only when teacher objectives and pupil objectives can be 
merged. To formulate his objectives the teacher must know 
and understand all the other levels of objectives and must shape 
his own objectives so that there is consistency between them 
and the other levels. It is especially important that he recognize 
the role of his particular phase of instruction in attaining the 
over-all program objectives. Each level of objectives makes 
its own unique contribution to the crystallization of thinking on 
the part of teachers, to determining the direction of instruc- 
tion, and to influencing the practical achievements of instruc- 
tion. 
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sents the teacher with a priceless opportunity for attaining his 
own objectives, which require that the pupil sing a beautiful 
song accurately as to tune and rhythm and with the loveliest 
tone quality of which he is capable. The attainment of this 
objective in turn contributes to the teacher’s long-range in- 
structional objectives of enabling his pupils to enjoy good music, 
to use their voices well and expressively, and to develop a reper- 
tory of worthwhile songs. 


THE WORK OF THE SCHOOL 


The work of the school includes a number of definite but 
interrelated processes. The terms commonly applied to these 
processes are curriculum, instruction, administration, supervi- 
sion, and evaluation. Each of these is defined and discussed 
briefly in this section, Later chapters treat fully principles 
pertinent to each of the processes, with definite application to 
music education. 


Curriculum 


Curriculum deals with the selection of desired educational 
outcomes and learning experiences to achieve these outcomes. 
Curriculum building in music education includes the formula- 
tion of objectives for the music-education program, the organi- 
zation of classes and activities in which to achieve the objectives, 
and the selection of experiences that are appropriate to the classes 
and activities and will contribute to pupil growth toward the 
objectives. The task of selecting experiences also implies con- 
cern with the selection of teaching materials, 

To illustrate the scope of curriculum building, let us assume 
that a group of music educators in a school are embarking on 
such a task. Working cooperatively with administrators, teachers 
of other subjects, school patrons, and pupils, they develop a 
statement of the objectives of the school music program. In 
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defining desired musical behavior accruing from the music-edu- 
cation program they arrive at the following objectives among 
others: 

The musically educated person: 

1. Sings with expressive and beautiful tone 

2. Sings in parts by ear and from the score 

3. Participates in home and community music activities 

4. Sings a variety of fine songs from memory 

5. Knows the factors necessary for making valid value judg- 
ments of songs and song performance 
The objectives would indicate the organization of singing activi- 
ties of various kinds at all levels of the school. The curriculum 
planners would provide singing as part of the general music 
program in the elementary school and secondary school and 
would plan choruses, choirs, and voice classes in the secondary 
school and assembly singing and informal singing in small 
groups throughout the school. 

Their next step would be to determine what kinds of ex- 
periences within the activities are most likely to lead to the ob- 
jectives previously determined. Thus, the experience of hear- 
ing beautiful singing tone by the teacher and from recordings 
would provide the aural concept essential to the development of 
beautiful singing on the part of the pupils. The experience 
of using the ear to sing a harmonizing part to a known melody 
would lead to the attainment of that objective. The curric- 
ulum planners would also need to decide approximately when in 
the school program this experience should begin. 

Another aspect of curriculum planning is the selection of 
appropriate materials consistent with the objectives and the 
varying levels of musical growth found in the school. 

Curriculum planning involves logical, philosophical thinking 
which begins with the social objectives of education and pro- 
gresses to the actual classroom situation. Curriculum plan- 
ners in music education must have a thorough understanding 
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of all levels of educational objectives. They must understand 
the nature and needs of children, the unique qualities of music, 
and the contribution that music can make to the development 
of the human personality, and they must comprehend the nature 
of the musical experience, the role of music in the life of the 
human being, the relationship of music to other phases of the 
school program, and the technique of working in a democratic 


group. 


Instruction 


Instruction relates to the conduct and organization of learn- 
ing experiences, the actual methods of teaching used in the 
classroom. Teaching methods refer to the variety of ways in 
which learning experiences may be organized to achieve the 
most effective results. 

The primary basis for the selection of teaching methods must 
be the objectives of instruction. The question which every 
teacher must consider in determining methods of teaching is: 
How should the learning experiences of this group be organized 
so as to achieve most efficiently the desired outcomes expressed 
in the stated objectives? Results must be of prime concern; they 
represent the final criterion for determining teaching success 
and the validity of the method used. No method of teaching, 
however entertaining to students or satisfying to the teacher, 
can be considered successful unless it achieves the desired re- 
sults. The relationship between objectives and methods of teach- 
ing may be clarified by an example from the area of choral 
music. 

Let us assume that two choral teachers are working with 
groups at the same level and that both are planning to present 
public programs of choral music. For Teacher A the presentation 
of the highest-quality program possible is the primary objective. 
Therefore, he selects the compositions for the program on the 
assumption that he is best qualified to make such a selection. In 


The Objectives and Processes of Education 25 


order to prepare a program of the quality he deems essential he 
selects quite difficult music that meets his own adult standards. 
Because of the difficulty of the music the chorus must spend a 
long time preparing for the program, and several extra rehearsals 
are required toward the end of the preparation time. The director 
teaches the parts by rote and conducts intensive drill sessions in 
order to achieve accuracy on the difficult music, Both he and 
the students are very intense during their preparation, and the 
extra rehearsals intrude upon the students’ other schoolwork. He 
exercises his own judgment in the interpretation of the music 
and in the order of presentation on the program. Eventually the 
chorus is highly trained in the singing of these few songs and 
presents a creditable program. Thus, in relation to his objective 
his teaching methods have been successful. The fact that the 
students have missed many important musical learnings and 
may have slighted their other studies is unimportant to him; he 
has attained his primary objective. One cannot take exception 
to his methods of teaching; their consistency with his objective 
is direct and obvious. One may, however, take great exception 
to the narrowness of his objective. 

Teacher B, on the other hand, while planning a public program 
has a broader view of the objectives of choral music. He wants 
learning of the following kinds to accrue as a result of the 
choral instruction: acquaintance with a variety of music litera- 
ture, the ability to read music, discrimination of quality in 
music, the ability to choose music for a well-balanced program, 
the ability to make value judgments concerning musical per- 
formance, and the greatest possible enjoyment of singing. 
Teacher B conducts the learning experience in a manner far 
different from that of Teacher A. He provides his students 
with a wide variety of music on many levels of difficulty, much 
of which they can read at sight. He encourages students to 
suggest songs to learn. He provides fine recordings of choral 
music for the group to hear. He discovers the students’ musical 
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interests and uses them as a starting point for his instruction. 
He provides opportunities for student conductors and student 
accompanists. He interprets music in different ways and assists 
students in making valid value judgments concerning varying 
interpretations and in understanding the factors essential to such 
judgments. He does some singing for pure enjoyment. He makes 
provision for student choices in planning the program and causes 
students to participate in the administration of the program. 
In the last weeks before the public performance the group works 
together to select the best program possible from all the songs 
they have studied. These are perfected more easily because of the 
broad insights developed by the students, and the group pre- 
sents a creditable program. The results of Teacher B’s instruc- 
tion are far broader and more relevant to the musical growth 
and learning of his students than are Teacher A’s. Both groups 
have had the advantage of a public performance; the first group 


has accomplished little else; the second has accomplished a great 
deal more. 


Administration 


The task of administration is to provide the setting for learn- 
ing. Administration includes the provision of facilities, equip- 
ment, and personnel, and the scheduling of classes, activities, 
and other functions necessary for supplying optimum condi- 
tions for attaining the purposes of the school. Objectives repre- 
sent the only sound guide for administrative policies and proce- 
dures, Administration should never be viewed as an end in 
itself but always as a means to the most efficient attainment 
of objectives. 

Clear-cut and defensible objectives provide the best means for 
music education to obtain favorable administrative policies and 
procedures. For example, if a music-education program has as 
an objective the provision of opportunity for all students to 
play an instrument, the necessity for purchasing a sufficient 
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number of instruments to avoid denying this opportunity to 
any student can be clearly demonstrated. Likewise, clearly stated 
objectives which have the approval of students and parents 
provide the best means for obtaining the flexibility in scheduling 
essential for optimum operation of a music program. 


Supervision 


The purpose of supervision is to improve instruction. The 
accepted contemporary function of supervision is to promote 
cooperative efforts among teachers, supervisors, and administra- 
tors to improve all the conditions affecting the learning ex- 
periences in the school. Supervision refers to the expert techni- 
cal service which provides the leadership to accomplish this 
purpose and function.* 

Modern supervision is concerned with the total teaching- 
learning situation. This means that supervision seeks to improve 
every facet of the educational process: teachers, the curriculum, 
materials of instruction, administrative policies and proce- 
dures, and evaluation. Modern concepts hold that supervision 
is the province not only of supervisors and administrators but 
also of teachers and, to a limited extent, of pupils and parents. 
Barr, Burton, and Breuckner hold that “the improvement of 
teachers is not so much a supervisory function in which teachers 
participate as it is a teacher function in which supervisors 
participate.” * The supervisor’s role is to provide leadership in 
structuring a situation in which the abilities of all concerned 
will be released and in which the competencies of every person 
can be brought to bear on the identification of problems and 
their solution. 


“William H. Burton and Leo Brueckner, Supervision: A Social Process, 3d ed., 
Appleton-Century-Crofts, Inc., New York, 1955, p. 11. 

5A, S. Barr and others, Supervision, D. Appleton-Century Company, Inc., New 
York, 1947, p. 10. Reprinted by permission of Appleton-Century-Crofts, Inc., New 
York, 
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Like all processes in education, supervision should be objec- 
tives-oriented. Competent supervision results in the delinea- 
tion of valid objectives for education and in the attainment of 
optimum conditions for their fulfillment. 


Evaluation 


Evaluation is the process of ascertaining the extent to which 
the objectives of education are achieved. The primary purpose 
of evaluation is the improvement of instruction. Evaluative 
procedures are used to determine status so that progress toward 
educational goals can be appraised. Evaluation also provides 
data for grading and marking, may serve as a means of motiva- 
tion for students, and is an essential technique of research. 

The evaluative process includes three steps: (1) the formula- 
tion of objectives, (2) the collection of data, and (3) the inter- 
pretation of data. Objectives must be clearly stated before 
evaluation can take place because of the fact that any status 
has only relative value and its significance can be determined 
only in relation to desired goals. The formulation of objectives 
involves philosophical analysis and the use of inductive and 
deductive reasoning. 

The collection of data may be accomplished through the 
employment of a variety of procedures of two general types: 
(1) quantitative tools, the tools of measurement, and (2) 
qualitative tools, observational and judgment techniques of 
various kinds. Measurement tools include standardized tests, 
teacher-made tests, achievement scales, score cards, rating scales, 
and so on. The data secured from measurement tools are pre- 
cise and objective. They are reported in terms of time, number, 
amount, and other quantitative symbols and are capable of 
statistical treatment. 

Evaluation by qualitative procedures uses observations, logs, 
interviews, case histories, diaries, and other tools through which 
observations are made and subjective judgments recorded. Valid 
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and reliable measurement tools are generally superior to qualita- 
tive tools for use in areas for which they have been developed. 
Because of the fact, however, that many objectives of educa- 
tion are not adequately accounted for by presently available 
measurement tools, evaluation must make extensive use of the 
best appropriate qualitative techniques. 

Competent music educators must have a complete understand- 
ing of the evaluative process, skill in collecting accurate and 
relevant data, and the ability to interpret the data scientifically 
and with common sense. It is especially important that they have 
sufficient understanding to avoid arriving at untenable con- 
clusions when the evidence is insufficient to make valid judg- 
ments, 


SUMMARY 


Music education can make a unique contribution to the 
total work of the school, but many music programs fall far 
short in their accomplishments. Success can only be achieved if 
music educators develop a sound philosophical orientation con- 
cerning education in a democratic society and the role of music 
in that education. 

Objectives are clear statements of values, goals, or directions 
in education. They provide the only sound basis for all aspects 
of the school’s operation. Objectives operate on four levels: 
broad social objectives, concrete social objectives, program ob- 
jectives, and instructional objectives. Each level has a unique 
contribution to make to the operation of the school, and teachers 
must understand all the levels, The work of the school includes 
several separate but closely related processes: curriculum, in- 
struction, administration, supervision, and evaluation. 


(Chapter 2 


The Role of Principles 


in Music Education 


There is a principle, generally accepted among educators, that 
learning activities in the school should have a direct relation 
to the problems and situations to be faced by the student. This 
principle is often grossly misinterpreted in the belief that these 
future problems can be isolated and the student can be instructed 
in the necessary techniques and devices for solving them. This is 
not enough, however. The music teacher is seldom served by the 
knowledge of established procedures to follow when the clarinet 
players are out of tune; he must have some personally tested con- 
clusions for diagnosing and solving intonation problems, based 
upon an acquaintance with instrument construction and em- 
bouchure development. 

The wise music educator, therefore, does not seek to develop a 
“bag of tricks” but to create his own solidly based pattern of 
instruction; he realizes that true professional competence in the 
field of music education is acquired by virtue of a three-fold 
process: 


1. Investigation of the facts and beliefs pertaining to the 
field 


2. Formulation of valid principles or generalizations 
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3. Testing of the application of these principles in authentic 
situations 
This is how human beings operate; it is for the school to assist 
and refine the process. This is the import of the study of founda- 
tions and principles of music education. 


PRINCIPLES DEFINED 


Principles thus occupy a strategic position in education. A 
principle is a rule of action based upon all pertinent informa- 
tion, In educational circles it is a fundamental truth regarding 
the relationship of factors with which a teacher deals. The prin- 
ciple serves to express the meaning of a fact or set of facts so 
that one can decide what course to pursue. 

Each person possesses a special fund of information and will 
therefore act on different principles. A certain band director, for 
example, might dismiss a member of his band for rowdy con- 
duct, on the principle that rehearsals should be concentrated, un- 
distracted learning sessions; he would base this belief on his 
experience in bands and upon the fact that attention and pur- 
pose are necessary in the learning process. A different teacher, 
cognizant of the factors of interest span, motivation, and in- 
dividual differences and operating on the principle that rehearsals 
should be conducted in relaxed and flexible fashion, might never 
be faced with an intrusive discipline problem. Clearly, principles 
can produce tangible results. 


SOURCE OF PRINCIPLES 


Education is concerned with human beings and with the in- 
finitely complex social and cultural pattern which they have 
built; herein lies the source of principles. Nothing lasting can be 
accomplished in the school which is in contradiction to man’s 
biological nature; neither can his psychological make-up be 
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ignored. These conditions are basic and relatively fixed, even 
though our knowledge here is far from complete. As a further 
source of principles, there is the vast societal structure, ac- 
companied by a moral and ethical system and aesthetic values. 
The educational system itself becomes a source of guiding prin- 
ciples for music education, having evolved to meet basic human 
and societal requirements. 

If it were possible to ascertain the truths and exact relation- 
ships among all these areas, absolute principles would result. 
Even so, these principles would need regular amendment in 
view of the changes which occur in society and in the value 
system. In addition to this, old facts are constantly being dis- 
proved or reinterpreted and fresh areas uncovered in all these 
fields. It is no wonder that educational principles need steady 
refinement. 

A case in point is the principle that the public school music 
program should emphasize solid fundamentals in performing 
techniques for later development in college or conservatory. 
It has been some years since the public schools were supposed 
to function primarily as college-preparatory institutions, and 
besides, it is known that regrettably few high school graduates 
continue to study musical performance seriously. Perhaps this 
kind of early training is one reason. In any case, it would seem 
to be more in accord with the facts to operate on the principle 
that public schools should promote a complete range of musical 
abilities—looking toward a people who participate in and sup- 
port musical performances, 


BASES FOR PRINCIPLES 


If a principle is to be established or modified, its basis in 
fact must be determined. There are three routes to this informa- 
tion: scientific experimentation, expert opinion based on logical 
reasoning, and personal or collective experience. 

It can be seen that the results of scientific experimentation 
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will be most trustworthy. If it can be had on good authority that 
people are living longer and retiring earlier, moving from rural 
and urban areas to the suburbs, and working fewer hours for 
more pay, then it should be possible to revise principles affecting 
the recreational objectives of school music. Aesthetic values, on 
the other hand, do not lend themselves to scientific treatment; 
only the conclusions of qualified experts can provide a solid base 
in such an area. The collective and recorded experience of our 
predecessors divulges further information affecting principles. 
For example, history reveals the incredible continuity of our 
musical heritage among the common people and the futility of 
intellectualizing music. 

To the individual music teacher, however, the common basis 
for principles will be firsthand experience. The music educator 
has undergone and practiced varying patterns of music instruc- 
tion, and the results should lead to certain conclusions. For 
example, observation of student reaction to music passively re- 
ceived on one hand, as contrasted with active participation in 
music making, might well lead to the principle that responsive- 
ness should be promoted by every means, including those of lis- 
tening, performing, and creating. 

In order to avoid persistent error, the bases for principles need 
to be cross-checked; that is, one should not readily accept data 
that seem to contradict his personal experience any more than 
he should proceed blindly in the face of authoritative facts. 
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ophy, education, and music education. The resultant facts and 
opinions, through the process of logical analysis, may be cast 
in the form of principles. ' 

Principles are stated as laws or concepts. On the basis of 
psychological and philosophical evidence, it might be flatly as- 
serted that a music’ program consists of individual, educative 
experiences. On such a fundamental point there can be no reser- 
vations; either it is so or it is not. This type of statement is 
more than a definition. It is a law of action, and there can be 
no doubt that its deliberate application can have tremendous 
consequences in instruction, 

A more conceptual form of statement is employed in most 
cases. Since it is a fact that all human beings are inherently 
responsive to music, it could be proposed that the music program 
should offer some type of active participation to all students, 
of a kind which is compatible with their backgrounds, needs, 
and desires. Sometimes the facts upon which a principle is 
based are included in the statement as a prefatory clause. There 
is also a style in which the concept is reduced to a bare mini- 
mum, for example, the principle of interrelationship. In this case, 
a previous understanding is assumed, or one hastens to explain 
that he is referring to the belief that the meaningful experience 
is one which is tied in with past and future experiences. 


LEVELS OF PRINCIPLES 


From the examples previously given, it should be obvious 
that not all principles are of the same kind. Some seem to 
affect a great area; some are clearly subsidiary. This is primarily 
due to the different degrees of generalization required. In other 
words, inferences from a great number of facts must be or- 
ganized in order to produce the sort of principle which may ap- 


ply in a variety of instances, Such a principle carries a rather 
timeless, epic quality. 
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Music education should promote the expressive values of music 
would be an example of the top-level kind of principle. This 
statement derives from aesthetic values, several aspects of 
human need, psychological theory, and the broader educational 
aims, In turn, its use would affect instruction in many ways; it 
would mean less emphasis upon technique, drill, showman- 
ship, and public entertainment. Subsidiary principles would be 
needed, spelling out this application for each aspect of instruc- 
tion—objectives, program, method, administration, supervision, 
and evaluation. 

This might seem to be an unnecessarily methodical procedure. 
There seem to be many available principles; why can’t the music 
educator pick one up whenever the need arises? 

Actually, the number and variety of principles are infinite, 
and this creates the need for a degree of systematization. Since 
a single fact might become a source for several principles, there 
is a tendency for principles to overlap and conflict. There is an 
additional difficulty in that principles can relate to different as- 
pects of the same thing. For example, the music supervisor not 
only needs principles to help him define and establish his su- 
pervisory program but also needs principles to guide its opera- 
tion, 

Thus it becomes a problem for the music educator to reduce 
that confusion among principles which can clog his mind and 
lead to inconsistent actions, He must formulate top-level prin- 
ciples concerning the role and purposes of music education and 
relate subsidiary principles to both the developmental and 
operational phases of instruction. 


THE USE OF PRINCIPLES 


Everyone operates according to principle. Even the hardened 
criminal has developed some basic beliefs about society and 
human nature and what he should do about it. Principles are 
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a natural result of information received and generalized. The 
process may not be conscious, but in any casual conyersation or 
statement of justification the common use of principles may 
be observed. The best means of discovering another’s principles, 
of course, is by observing his actions. The music teacher who 
talks at great length about the importance of music in the cur- 
riculum, but makes no provision for those who fail to make his 
picked organization, is clearly unconscious of his true principles. 
The useful principle must be consciously formed and applied. 

Another music educator may go to great lengths to establish 
his principles. He will investigate several related areas of knowl- 
edge and create a series of quite logical statements of princi- 
ple. At this point, the process stops, for the teacher is not really 
convinced of his statements. Useful principles are not “paper 
principles”; they are matters of personal, hard-won conviction. 

What is to be done with principles should be quite clear; 
they are direct guides to the planning of every aspect of instruc- 
tion. For example, if it is held that objectives should relate to 
actual social circumstances, the teacher must consider the chang- 
ing cultural setting of music. He will be concerned that his stu- 
dents react with discrimination to the music of the great mass 
media—radio, television, motion pictures, and recordings. He 
will be much more concerned with this than with good con- 
cert manners. He will consider skills to be used in family and 
community music groups more important than the ability to 
follow field-formation charts for the marching band. Through 
further application of principles, the program will be organized 
to develop the students’ taste and useful skills; it will be taught, 
administered, supervised, and evaluated on that basis. 

When a music educator’s basic principles are consciously es- 
tablished by thorough investigation and hard thinking—when 
they express his true convictions covering each aspect of his 
work—that individual will have an operating code. He will have 
an immeasurable advantage over his equally well-meaning col- 
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league. He will be able to perform the function of a good 
teacher, namely, to establish objectives which can consummate 
the larger purposes of education and to create the learning en- 
vironment which can lead to those specific behaviors on the part 
of his pupils. 

If, in addition, a significant proportion of music educators 
were to achieve this responsibility, the position of the profession 
would be greatly enhanced. There would surely be an appreciable 
gain in professional vitality and stability and more significant 
participation in the total educational structure. Many incidental 
benefits would accrue as a matter of course, affecting status, 
salary, facilities, and general support. 

This job is not a simple one. It is useless to pretend that all 
truths pertaining to the field of music education can be gathered 
into a single system of principles; if that were possible, it would 
have been accomplished many years ago. It would be highly 
presumptuous to prescribe them here, to say nothing of the fact 
that only personally achieved principles are at all effective. The 
thing that can be done is to describe and illustrate and to pro- 
mote the kind of background from which principles will arise. 
By this means, the music educator may be enabled to develop a 
system of well-founded principles. 


SUMMARY 


The truly practical way to professional competence in music 
education is through extensive investigation and the formula- 
tion and application of specific principles. Principles may be 
regarded as fundamental truths upon which one may chart 
his actions. They are derived from all pertinent information 
concerning man’s biological and sociological inheritance; never- 
theless, these factors are not constant, and principles must, 
therefore, be revised. The necessary facts are uncovered by 
scientific experimentation, expert reasoning, and personal and. 
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collective experience; one must investigate and generalize his 
findings in the various disciplines. 

Principles are stated as laws or concepts and are concerned 
with different levels and aspects of the teacher’s work. Because 
of the infinite variety of principles, it is necessary to devise a 
systematic code which will apply to each phase of instruction. 
Such principles, if they are truly a matter of personal conviction, 
should enable one to discharge his full responsibilities as a 
teacher. Moreover, “‘well-principled” music educators would im- 
prove the profession’s position within the schools. This is an 
individual task, since no person has complete information or 
perfect insight; each teacher must be able to establish his prin- 
ciples. 


QUESTIONS FOR DISCUSSION 


1. What are principles? Why are they indispensable to music edu- 
cators? 

2. Are educational principles unchanging? From what sources do 
they arise? What authority can we accept? 

3. How are principles stated? Give some examples relating to the 
different levels and phases of music education. 

4. What does the music educator accomplish with his principles? 
What benefits may result? 
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Chapter i 


Historical Foundations 


of Music Education 


Just as the individual perceives any situation in terms of his 
past experience, music in American schools must develop in 
context with its past. The clue to many current issues will be 
found in this record. It is not necessary here to review the story 
of music education in great detail, but it is necessary to high- 
light those factors which can have an important bearing upon 
professional directions. 

Culture is the man-made part of one’s environment; it con- 
stitutes the way of life of a particular group of people, Further- 
more, it is a vital concern of any such group to transmit the 
valuable features of their way of life to the succeeding genera- 
tion, The educational pattern thus necessarily includes the im- 
portant cultural ingredients. Music had charter membership in 
human culture, probably exerting its power even before the 
invention of language and tools. There are qualities inherent in 
it and in man which have led inexorably to developments in 
music education. Furthermore, modifications in purpose and 
method have accompanied changes in the social and educational 
structure. Without doubt, the issues in music education today 
have been met in other forms by our predecessors. It is thus 
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desirable to re-create those scenes with a view to useful infer- 
ences which may be extracted. 


THE BEGINNINGS OF MUSIC EDUCATION 


By definition, the musical prehistory of man must be largely 
surmised. The attempt to reconstruct it has been made by cul- 
tural anthropologists and comparative musicologists, largely 
through study of contemporary nonliterate societies. No human 
society has been found which has not practiced the art of music 
and music education. 

Indeed, in primitive societies music fulfills a basic function; 
there seems to be so much meaning which is inarticulate except 
in the form of music and ritual. Tribal ceremony is rife with 
music and the dance, in which all participate. In order to main- 
tain social continuity such musical understanding and skill 
must be passed on, along with all other common cultural ele- 
ments. This can be done by simple educational methods; primi- 
tive societies are not organized for much specialization of activi- 
ties, so that formal schooling is seldom required, 

The educational practice of one “untouched” tribe, the 


Manus of the Admiralty Islands, is illustrative of the normal 
pattern: + 


Whenever there is a dance there is an orchestra of slit drums 
of all sizes played by the most proficient drummers in the vil- 
lage. The very small boys of four or five settle themselves be- 
side small hollow logs or pieces of bamboo and drum away 
indefatigably in time with the orchestra.... Girls practice 
less, for only one drumbeat, the simple death beat, falls to their 
hands in later life. . . . Singing is also learned through imitation 
of older children by younger children. It consists in a mono- 
tone chant of very simple sentences, more or less related to 


1 Margaret Mead, Growing Up in New Guinea, William Morrow & Company, Inc., 
New York, 1930, pp. 43-44. Reprinted by permission of the publisher, 
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each other. A group of children will huddle together on the 


floor and croon these monotonous chants over and over for 
hours without apparent boredom or weariness. 


From all evidence at hand, music education was handled in 
this general fashion by our primitive ancestors. The objective 
was clearly that the youth should be able to carry on the elabo- 
rate ceremonial traditions. Instruction was no less vital because 
there was no school; indeed, there was the utmost social pressure 
and unlimited opportunity to achieve the necessary musical edu- 
cation in connection with tribal activities. Undoubtedly, effec- 
tive musical participation was generally more widely diffused in 
primitive societies than has often been the case in civilized 
communities, 


MUSIC EDUCATION IN THE CLASSICAL ERA 


As civilization developed in the Mediterranean area, music 
education became a more formal undertaking. Artifacts, sacred 
writings, and mythology reveal extensive use of music in the 
old civilizations; it had plainly developed into a high art for 
accompanying poetry and dancing and was an especial accom- 
plishment of the priestly class. When the Greek tribes invaded 
the area, about 1000 B.c., they manifestly absorbed much of 
this musical culture but exhibited their peculiar genius for 
purification and organization. 

It is true that little concrete evidence remains upon which to 
support this statement. Only a few written examples of Greek 
music can be examined, in contrast to the extensive remnants of 
the plastic arts. Nevertheless, the abundant reference in Greek 
literature to music and music education testifies to its impor- 
tance in their system. 

Evidence exists that the original structure of Greek education 
was built on music and gymnastics, although music and poetry 
were considered one art. Music was for the soul, while gym- 
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nastics were prescribed for the body. This was the objective of 
education: to build citizens of character, stamina, and grace. 
Accordingly, Lycurgus decreed regular education in music for 
every Spartan, and Solon recommended music training for all 
youthful citizens of Athens. 

The most characteristic instruments were the harplike lyre 
and cithara and the aulos—a louder and more sensuous instru- 
ment of the oboe type. The aulos was used to accompany the 
dance, the dramatic chorus, and military exercises; it was asso- 
ciated with the indigenous peoples and the ancient Dionysian 
cult. The stringed instruments provided a natural background 
for poetic texts done with solo voice or small groups. It was this 
last style which Plato called “good? music—which could pro- 
mote virtue and graciousness. 

As Greek civilization deepened and spread, the school cur- 
riculum also expanded to include writing, drawing, and other 
subjects. The position of music was perhaps threatened, so that 
one authority was impelled to write: “About music... it is not 
easy to say precisely what potency it possesses. . .. does it serve for 
education or amusement or entertainment?” The merits of the 
case were clear to him however: “there is a form of education in 
which boys should be trained not because it is useful or neces- 
sary but as being liberal and noble. ...the point is proved by 
music.” ? 

By the fourth century B.C., music education had apparently 
reached the height of its influence; it has never since played so 
important a role. Music contests and festivals abounded, con- 
cert societies and artists’ unions were formed, and the great 
philosophers were unanimous in its praise. The art itself was 
subjected to research, so that Aristoxenus and Pythagoras were 
able to establish music theory on a firm basis. 

These very developments, however, seemed to lead to the 


* Aristotle, The Politics, translated for the Loeb Classical Library by H. Rackham, 


Harvard University Press, Cambridge, Mass., 1932, pp. 643, 645, 649. Reprinted by 
permission of the publisher. 


Historical Foundations of Music Education 43 


decline of music. There was an adulteration of musical style 
and taste partly attributable to cultural admixture. Music be- 
came separated from poetry, and virtuosity was prized. The 
simple melodies disappeared; larger ensembles with complex in- 
strumentation became fashionable. Musical mathematics was 
studied for its own sake in the secondary schools, These are 
exactly the characteristics of music as a Roman art. 

Music education in pagan Rome gradually assumed the aspect 
of an intellectual discipline. Regardless of Nero’s supposed mu- 
sicianship, performance was ordinarily for slaves and foreigners, 
to be used for entertainment of highborn Romans. A curricu- 
lum gradually evolved, based on writings by Plato and Aris- 
totle, in which music was bracketed with arithmetic, geometry, 
and astronomy. These constituted the quadrivium, the upper 
level of the “seven liberal arts.” The pattern was well estab- 
lished by the fifth century A.D. 


MUSIC EDUCATION IN THE MIDDLE AGES 


The Christians resisted the pagan educational system until 
the Church assumed control of education. The pattern was con- 
sidered useful by St. Augustine, however, and became en- 
trenched until the humanistic awakening. In the sixth century 
Boethius prepared five books, De musica, and these, plus ancient 
manuscripts collected by Cassiodorus, provided the point of 
reference for the music curriculum in the cathedral and monas- 
tery schools. Under the influence of these texts, music was 
studied as pure science, requiring absolutely no understanding 
of live music nor any skill in performance. By the eleventh cen- 
tury this body of theory was so obviously obsolete that new and 
more practical texts were used, and a revision and condensation 
of Boethius’ work by Johannes de Muris appeared. 

There was necessarily a parallel development in music educa- 
tion, since music was fortunately a vital aspect of the mass. 
Schools for the education of choristers, called scholae cantorum, 


44 CHAPTER 3 


were established in fourth century Rome and were greatly ex- 
panded by Pope Gregory toward the end of the sixth century. 
Hampered at first by an awkward system of notation, limited 
intervallic relationships, and a paucity of developed forms, the 
musicians of the church labored long centuries in establishing a 
flourishing art. The ability to-deal with this music was accom- 
plished by instruction in singing, playing, and the elements of 
harmony and composition. The situation called for practical, 
preprofessional methods. 

The essential pattern of the liberal arts was carried into the 
universities, the special academic corporations which made their 
appearance during the twelfth and thirteenth centuries, Thus, 
music was included in the requirements for the baccalaureate 
degree, a necessary preliminary to the study of the higher fac- 
ulties—law, medicine, and theology. There is some evidence 
that by this time the practical study of music was used to sup- 
plement the purely theoretical.* 

During all this time the common people maintained their 
musical heritage, by one means and another, as they have always 
done. They had little or no contact with liberal education or 
cathedral choirs, Practical musicianship was passed from father 
to son and from one member of a traveling troupe to another. 
The rise of the troubadours and trouvéres was one manifestation 
of the power of this secular trend in music, The Meistersinger 
themselves were guild musicians, who became a self-perpetuating 
class of professionals through the deliberate selection and train- 
ing of apprentices in the musical art. 


MUSIC EDUCATION IN THE RENAISSANCE 


With the impact of humanistic philosophy and the advent of 
Protestantism,. the necessity for universal music education be- 


s G CRA 
Nan Cooke Carpenter, “Music in the Medieval Universities,” Journal of Research 
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came more evident. Music was no longer considered only a sci- 
entific discipline, a setting for the mass, or a practical trade; 
' it was prized for its intrinsic beauty and worth and for being 
naturally expressive of religious feelings. Music instruction thus 
became standard in the court schools and parochial institutions. 

Luther and Calvin insisted on the need for vernacular schools, 
so that not only the leaders of society but the common people 
would have the background to enable them to interpret the 
Scriptures and to become good citizens. Following the prescrip- 
tion of these church leaders, School Regulations were estab- 
lished in 1559 by Christopher, Duke of Wiirttemberg, and these 
were adopted in substance by the Electorate of Saxony in 1580. 
A system of elementary schools developed in Germany and 
Western Europe, nominally state-controlled but regulated by 
the clergy and taught by the sacristan or parish clerk; the sub- 
jects of instruction comprised reading, writing, catechism, and 
singing. As for the secondary schools, Paulson points out that 
the instruction in singing and music formed an essential pattern 
of instruction in this type of educational institution which was 
so closely connected with the Church, and in fact whose real 
ambition was to be seminarium ecclesiae, a seminary of the 
Church.* 

The invention of printing had a stimulating effect on music 
education. Seven years after Martin Luther pinned his theses 
to the door in Wittenberg, the first Protestant hymnbook was 
published. Composers wrote more and more music for educa- 
tional purposes. As a matter of fact, this period saw the develop- 
ment of music as an amateur art and the production of a great 
variety of music for the madrigalists and similar chamber 
groups, 

These advances, far from signaling the success of music edu- 
cation, were only aids in attacking the public’s musical inertia. 


* Friederich Paulson, German Education, translated by T. Lorenz, Charles Scribner’s 
Sons, New York, 1908, p. 77+ 
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The common people were still poorly schooled, and their musical 
development must have been on a lower level than we can imag- 


ine. The situation was quite grim in sixteenth-century Eng- 
land: 5 


Although it is doubtful that more than a few parish churches 
had organs and choirs, many congregations probably raised 
their voices together in metrical psalms. Unaided by instru- 
ments, hobbled by the illiterate who sometimes made “lining 
out” (reading each line before it was sung) essential, congre- 
gations must usually have found their psalm singing almost 
wholly a spiritual exercise, and very little musical. . .. It did 
not require formal training, but it may have been, for the 
literate, a gateway to musical knowledge. 


As to formal schooling in music, it was by no means universal 
in English society of this time. Half a dozen private schools 
included music in the curriculum; it was also offered in the 
cathedral and collegiate church schools, Some children of the 
court obtained instruction from members of The King’s Musick. 
Canterbury Cathedral and other large churches maintained 
masters of choristers, who were paid to feed, clothe, and edu- 
cate a handful of children in music and the other subjects. 

The most widespread system of musical education at this time 
occurred in connection with the organized guilds of musicians, 
The training of musical apprentices flourished; in many in- 
stances, the business had actually evolved into a kind of day 
school. In Elizabethan England it was the only means to profes- 
sional secular music education. 

In spite of such meager opportunity, music education con- 
tinued to advance in Europe. The thriving of opera, instru- 
mental performance, and new forms during the Baroque era 
was accompanied by a corresponding widening and deepening 


Walter Woodfill, Musicians in English Society from Elizabeth to Charles I, 
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of musical literacy. Before the colonization of America was far 
advanced, the roots of the contemporary pattern of European 
musical training had been established. 


OUTLINES OF THE MODERN EUROPEAN SYSTEM 


It must be understood that each European nation has taken 
its individual course; there are certain basic educational trends, 
however, that can be noted. The work of the guilds has been 
inherited by the conservatories. These institutions give prepro- 
fessional training of high concentration. They are essentially 
a broad form of the private studio. Their objective is to create 
high-caliber musicianship. 

The tradition of music in the seven liberal arts has been car- 
tied into the universities. These institutions originally offered 
music; then its study underwent a period of eclipse, and it was 
reinstated in modern times. Today, European universities grant 
advanced music degrees, based largely upon philosophical and 
scholastic study. 

The various types of parochial schools have continued; their 
concern has been with the student’s general musical training 
and his development of powers useful in the service of the 
church. Parallel with these institutions, the various states have 
created and extended systems of public education. Based as they 
are upon the examination plan, these schools have the effect of 
graduating the youth into the vocational specialties or into 
secondary schools of an upper-class, intellectual orientation. 
Since many pupils will thus receive no further musical school- 
ing, the state-controlled elementary schools emphasize musical 
literacy and the general values of music. 

The system that has been described has undoubtedly made 
music a powerful force within its culture and has produced a 
great number of famous composers and performers. In the 
twentieth century the curriculum has been broadened and en- 
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riched; however, no energetic expansion has appeared in school 
music to compare with that in America. ‘The class system and 
preprofessional spirit seem largely to have retained their hold on 
European music education. Thus, general musical training tends 
to be offered only up to a point; then, if the student shows 
professional promise, he is put through a thorough and detailed 
course of study which guarantees his proficiency. 

This system has its advantages. No one can doubt that music 
in Europe today is broadly based and has highly competent 
leadership. There is plainly much carry-over from school music 
activity to community life, Creative musicians have a wide and 
appreciative audience, 

In America this sort of thing is only beginning to come true. 
Our educational structure, however, seems to be less fettered, 
holding great promise for the future. Let us examine the course 
of music education in America. 


BEGINNINGS OF MUSIC EDUCATION IN THE UNITED STATES 


The early colonists brought with them to America certain 
notions about musical training. Such beliefs were naturally 
based upon the European system as it had developed up to that 
time. These people, however, were in the Process of creating a 
new culture, in keeping with a new environment, and certain 
differences in their approach were bound to occur. 

It is true that they were met with the indigenous musical 
culture of the Indians and later absorbed influences from the 
Spaniards to the south and the French in the north. Neverthe- 


music education. The institutions which they created evolved 
directly into the present system of music education. 

Many colonists came to these shores for religious freedom; as 
soon as possible they set up religious services, in which hymn 
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singing played a vital role. As a matter of fact, the Bay Song 
Book, in 1640, was the second book to be printed in America. 
The people were keenly aware of the shortcomings in their 
singing, but little could be done at first to improve it. The need 
to do so steadily built up pressure for more adequate musical 
instruction, 

The European institutions which could support musical edu- 
cation were not available in the Colonies. There were no large 
cathedrals, employing choirmasters and choristers, which could 
serve to underwrite the creation of a professional class of musi- 
cians, Neither were there princely courts, with their establish- 
ments of musicians, or musicians’ guilds to guide the training of 
apprentices. 

There was little room, indeed, for any but the most produc- 
tive occupations; for many years people were necessarily con- 
cerned with pioneering, fighting Indians, and producing the 
necessities of life. Although these conditions soon abated in the 
more settled areas, the environmental struggle has been a con- 
tinuing one in America. Perhaps this is responsible for a certain 
materialistic, nonartistic climate of opinion which still persists. 

By scarcely perceptible degrees, music in the churches ad- 
vanced, The Episcopal Church of Port Royal, Virginia, im- 
ported a pipe organ in 1700. In 1712 the Reverend John Tufts 
of Newbury, Massachusetts, published the first practical in- 
struction book in singing. Not long thereafter, several New 
England town churches took steps toward singing “by rule or 
art,” as music reading was called. The better singers in the 
congregations tended to sit together and gradually formed 
themselves into choirs. 

The singing schools originated in attempts to found and im- 
prove these choirs. They first appeared in New England in 
about 1720, and the idea was copied throughout the colonies. 
Operation of such a school was usually a part-time venture for 
the director, who held evening sessions in home, church, or 
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school room for a modest fee. Among singing school masters 
were men such as Francis Hopkinson, William Billings, and 
Lowell Mason. They were concerned with developing the ability 
to read music and to interpret a variety of choral works. Thus, 
the rudiments of music and sight singing were the basic sub- 
jects, and public concerts were prepared whenever possible. 

For a century the singing school was the primary institution 
for the musical training of the citizen. Other than this, a few 
individuals picked up such instruction as they could from a 
handful of private teachers or through foreign study. It must 
not be forgotten, incidentally, that many an immigrant had 
received his musical education before arriving in America; in 
this way, Europe continued its contribution to American musi- 
cal life. 

The power of these early efforts in music education is indi- 
cated by increasing musical activity. Musical growth was cumu- 
lative and results took many forms. In 1752 an orchestra was 
employed in the production of The Beggar’s Opera at Upper 
Marlborough, Maryland. A symphony society was formed in 
New York as the nineteenth century began, and the Handel 
and Haydn Society of Boston was founded in 1815, The siz- 
able performances which these and other such groups were able 
to sponsor clearly suggest that an extensive interest and ac- 
quaintance with music had been developed, 

From these large musical enterprises it was but a step to the 
organization of mass singing schools, or music conventions. 
The first gathering to be so named occurred in Concord, Ver- 
mont, in 1829, and the idea attained great vogue during the 
middle years of the nineteenth century. These conventions were 
in the nature of festivals or short courses, lasting three or four 
days and dealing with methods and materials, vocal problems, 
elementary harmony, and conducting. Like-minded group ef- 
fort and concentrated, direct attack on musical problems char- 
acterized these Chautauqua-type assemblies, This sort of thing 
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immediately appealed to Americans, and the pattern has been 
extended to twentieth-century teachers institutes, music con- 
ferences, festivals, and summer camps. 

The kind of society which gave rise to the music convention 
was also ready for public school music. Actually, some teachers 
had already included some singing as part of general classroom 
activity. Its value was recognized in theory, but it was gener- 
ally felt that music was not a practical necessity like reading, 
writing, and arithmetic. This policy was overthrown, however, 
by the increasing power and combination of the forces that 
have been described. That is to say, the singing schools, musical 
societies, choral and instrumental productions, and music con- 
ventions had not only been doing a job of music education but 
had convinced a number of people that music was important 
in the school curriculum. This was particularly the case in New 
England and its capital city of Boston. So it was that a citizens’ 
committee made repeated petition to the Primary School Board; 
their plan was finally reported and approved, and music was 
included in the curriculum at Hawes School in 1838. Lowell 
Mason, who had been instrumental in this drive, was given the 
responsibility for the work. 

It is interesting to note that these pioneers for school music 
firmly rejected the theory of talent selection and preprofes- 
sional training and aimed rather toward a citizenry versed in 
music as part of the common cultural heritage.° This philosophy 
could only be the result of a long period of tribulation such as 
has been described; music in society had been developed by the 
most makeshift methods, with no stable institution to foster it. 
Now, at last, every child was to be educated; Jeffersonian 
ideals were to be realized. This was the time of Horace Mann 
and the great expansion of the American public school system. 
Free public education itself had been long in coming, but as 


°Edward Bailey Birge, History of Public School Music in the United States, Oliver 
Ditson Company, Philadelphia, 1928, pp. 44—45. 
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soon as these schools were established in principle and in fact, 
music quickly assumed its place in the curriculum. 

As a matter of fact, music was the first subject of the non- 

“academic type to achieve full public school status. Fortunately, 
Pestalozzi’s ideas were spreading among educators during this 
same period. This system placed great emphasis on direct sense 
experience as “the only true foundation of human instruc- 
tion.” 7 Pestalozzi made a clear distinction between “real knowl- 
edge and book knowledge” and regarded education as a ‘means 
to the development of the child’s powers and talents.® There 
was a corresponding modification of the purely academic, na- 
tionalistic, and society-centered aims of the schools, 

Although Pestalozzi himself did not stress the place of music 
in the curriculum, the logical extension of his principles called 
for an expansion in this field—for what activity offered more 
direct opportunities for sense impression and development of 
individual talents? Neef, a coworker of Pestalozzi, opened a 
school in Philadelphia in 1809 in which music was “regarded 
as an essential study in the elementary school course,” ° and the 
following outline of “Principles of the Pestalozzian System of 


Music” was presented to the American Institute of Instruction 
meeting in Boston in 1830: 1° 


1. To teach sounds before signs and to make the child learn 
to sing before he learns the written notes or their names; 

2. To lead him to observe by hearing and imitating sounds, 
their resemblances and differences, their agreeable and disagree- 
able effect, instead of explaining these things to him—in a 
word, to make active instead of passive in learning; 

3. To teach but one thing at a time—rhythm, melody, and 


7 Johann Heinrich Pestalozzi, How Gertrude Teaches Her Children, translated by 
Lucy E. Holland and Frances C, Turner, 2d ed., C. W, Bardeen, Syracuse, 1898, p- 316. 

8 Ibid., pp. 46, 258. 

* Will S. Monroe, History of the Pestalozzian Movem 
C. W. Bardeen, Syracuse, 1907, p. 93, 

Y Ibid., p. 145. 


ent in the United States, 
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expression to be taught and practiced separately, before the 
child is called to the difficult task of attending to all at once; 

4, In making him practice each step of each of these divi- 
sions, until he is master of it, before passing to the next; 

5. In giving the principles and theory after the practice, 
and as induction from it; 

6. In analyzing and practicing the elements of articulate 
sound in order to apply them to music, and 

7. In having the names of the notes correspond to those used 
in instrumental music. 


By implication, these were reforms of practices then current, 
and it is interesting to note the force which some of these prin- 
ciples have maintained even to this day. 

One who helped spread these ideas was Lowell Mason, who 
visited Europe in 1837 and again in 1853, in order to observe 
methods of music instruction in the pestalozzian schools, and 
published several books, including the Pestalozzian Music 
Teacher. Moreover, as a close friend of Horace Mann, Mason 
was engaged as lecturer and demonstrator at many teachers in- 
stitutes and normal schools, where these principles were passed 
on to teachers in the developing public school system.” ` 

Music instruction in the schools spread rapidly during the 
nineteenth century. It was first introduced into the upper grades 
and was later extended to the primary and secondary levels. Of 
first concern was the general state of musical illiteracy, so that 
music reading was greatly emphasized. Materials included both 
sacred and secular forms. Instruction was handled by music 
specialists, since many grade teachers were as little skilled as 
their pupils. 

"In Howard E. Ellis, “Lowell Mason and the Manual of the Boston Academy of 
Music,” Journal of Research in Music Education, 3:3-10, Spring, 1955, it is shown 
that Mason was something of a plagiarist and apparently acquired little real under- 
standing of Pestalozzi’s ideas. Yet Mason was an effective agitator. Pestalozzi’s emphasis 
upon direct sense experience was affecting school practice and did help justify music 
as a respectable school subject. 
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EARLY TRENDS IN MUSIC EDUCATION 


As the United States became settled from sea to sea, as com- 
munication became easier, and as provincialism gradually sub- 
sided, new influences were brought to bear on society and the 
educational structure. One of these was the advent of the tour- 
ing concert artist, Jenny Lind, Ole Bull, the Germania Or- 
chestra, and many like attractions had an immeasurable influ- 
ence on future directions, The schools had succeeded somewhat 
in ameliorating musical illiteracy, and the public sought some- 
thing more than hymn singing and folk songs, Musical taste and 
discrimination were not high, but public concerts were events 
of great importance in many communities; the traveling artists 
could not have been sustained had that not been the case. 

Not only did name artists come to America, but foreign- 
trained orchestral musicians joined with native musicians to 
form concert orchestras and bands, Of inestimable importance 
was the orchestra of Theodore Thomas, which planted the flag 
of instrumental music throughout the country. Thomas was 
followed by Damrosch and the bands of Gilmore, Reeves, 
Conway, and Sousa. Many town bands were organized, The 
Metropolitan Opera Company was formed, and symphonies 
were established in some of the large metropolitan areas. 

These professional artists owed much to school music; in 
turn, they helped to create a demand for the enrichment of 
school musical activities, They were influential in proving that 
the ultimate goals of music education lay beyond that of music 
reading. 

Additional opportunities for professional growth were now 
opened to the music teachers. The first summer normal insti- 
tutes were held prior to the Civil War and evolved into per- 
manent, year-round normal schools, These schools expanded and 
deepened their programs, providing more and more elementary 
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teachers who handled music instruction in their own classes. 
Oberlin Conservatory was established in 1865, to be followed 
by other music conservatories and departments of music in the 
colleges and universities. As music instruction became more uni- 
versal and intensified, teachers organized to control and stimu- 
late their activities on district and state levels. In 1876 the 
Music Teachers National Association was formed, 

On the heels of all this development came a new system of 
thought which greatly enhanced the position of music in the 
schools. Pragmatic philosophy, an especially American creation 
of Charies Peirce, William James, and John Dewey, provided 
the basis in theory for the progressive education movement. Few 
people credit sufficiently the role which this movement played 
in justifying and enlivening music instruction. In Europe and 
America music had been considered an enrichment of the basic 
curriculum; to the progressive educator it was a medium of the 
most practical sort, a natural means of pupil activity and ex- 
pression. 

The system is based on the belief that knowledge is used 
instrumentally, to guide behavior; its truth is established only 
by testing it in action. If this is so, then education cannot be a 
process of factual assimilation but of investigation and activity 
developing from the felt needs of the pupils. 

The principles have led to various experiments with activity 
and core curricula and to extensive use of the problem-solving 
method, The ideas represent such a radical departure from tra- 
ditional practice that they have been vigorously attacked and 
only partially applied. Nevertheless, the face of American edu- 
cation has been greatly changed. 

Music, more readily than the academic disciplines, complied 
with the principle of experience made useful in actual perform- 
ance. It is possible in music to assimilate facts and principles 
unrelated to their use, but it is more natural to place the student 
in concrete situations. In musical performance, at least, there 
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is constant application and instant evaluation of many facts and 
beliefs. Successful music teaching has always been “progressive” 
in nature. 

Whatever its basis in truth or its effectiveness in practice, the 
new movement in the schools helped to increase the number of 
culturally important offerings and established a certain toler- 
ance toward the development of the individual’s interests. Music 
education has thrived in consequence. 


DEVELOPMENTS IN MUSIC EDUCATION SINCE 1900 


Much development was necessary before instrumental music 
could be established in the schools. Until the twentieth century, 
public school music meant vocal music. That this was so is not 
surprising, in view of the original purposes of school music, the 
training of the music teachers, and long-standing tradition. But 
the examples of instrumental music in out-of-school life and the 
forces for an expanded curriculum were bound to have their 
effect. 

Several high school orchestras were organized during the first 
decade of the twentieth century. Truly, the term orchestra was 
often loosely used to designate almost any heterogeneous in- 
strumental group. The effort to emulate professional organiza- 
tions, however, resulted in the establishment of some school or- 
chestras which did honor to the name. There was a steady 
improvement in instrumentation. 

These first school orchestras, like the town bands, had their 
origin in musicians who had been developed by out-of-school 
means. It soon became apparent that some means of recruiting 
and training instrumentalists had to be found. Just as colonial 
Americans devised the singing school to meet their need, the 
twentieth-century music teacher responded with the system of 
class instrumental instruction in the schools. In a sense, instru- 
mental classes were not new; it has always been natural for 
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musicians to gather in groups and ensembles, and a sort of class 
instruction develops around the most proficient players. How- 
ever, the deliberate organization of classes for the training of 
band and orchestra players is an institution of the public schools 
of twentieth-century America. In spite of resistance in some 
quarters it has proved remarkably successful. 

Because of the very specific goal of class instruction, that is, 
to prepare players for the advanced organizations, procedures 
were also quite specific. Student volunteers were screened into 
groups on the same age level and instrument; this is the homo- 
geneous method. Teachers usually promoted skills step by step: 
care of the instrument, position or embouchure, easy tones, and 
extension of range, keys, and rhythms as regulated by care- 
fully graded materials, Other teachers have favored the hetero- 
geneous approach, establishing what amounted to beginning 
string or wind ensembles. 

Since it takes years to develop proficiency on a musical in- 
strument, class instruction was generally undertaken in the 
upper grades, In many instances these groups developed directly 
into full-fledged elementary school orchestras. But it was found 
that the most rapid progress could be made on the wind instru- 
ments. Thus, the first school bands made their appearance in 
the years immediately preceding the First World War. 

The school band was a most spectacular development in 
American education. The war itself stimulated interest in bands, 
and their usefulness in connection with outdoor events was 
apparent. School authorities soon found that bands were rela- 
tively easy to develop, seemed to foster creative, cooperative 
group learning experiences, and teamed excellently with the 
competitive sports. In effect, the tremendous popular enthusi- 
asm which developed for inter—high school and collegiate ath- 
letics carried the band program along with it. The band soon 
established its public relations value; it has been a primary point 
of contact between school and public. 
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Additional support to the school-band movement came from 
commercial sources, such as the instrument and uniform com- 
panies. Possibilities for expanded sales of many types of equip- 
ment were obvious, and these agencies fostered and encouraged 
every phase in the development of school bands. 

The rapid expansion of musical activity in the schools led to 
the formation of various new organizations for music teachers. 
Music sections of the National Education Association met in 
district and state units, and in 1907 a more general meeting at 
Keokuk, Iowa, resulted in the organization of the Music Super- 
visors Conference, later known as the Music Educators National 
Conference. These groups, and others, stimulated more useful 
professional relationships, and their meetings and activities have 
been centers of inspiration for their members. 

The contest movement was a very natural outcome of this 
growth. The idea was strongly supported by the organized 
teachers groups and the commercial interests, Gaining strength 
in the twenties, it swept the entire country, enlisting tremen- 
dous support for the cause of music education. In 1928 the first 
official national contest was sponsored by the Music Educators 
National Conference and the National Bureau for the Advance- 
ment of Music. 

In the same year a new force was established which was to 
temper the spirit of competition with that of cooperation. The 
National Music Camp was founded at Interlochen, Michigan, 
and the idea has spread to many other locations. In these camps 
students gather from many schools, forming organizations and 
receiving instruction in the most stimulating setting. This same 
pattern has been adapted to the numerous all-state bands, fes- 
tival choruses, and so on, which so often form part of the ac- 
tivity at clinics, festivals, and conventions. 

In recent years the music contests have been subjected to at- 
tack from several directions. It has been claimed that they have 
served their purpose and that they contribute to false musical 
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values—competitive spirit, limited repertoire, and an undue 
emphasis on showmanship and pure technique. This criticism 
has not led to the abandonment of contests but rather to a 
modification of the more objectionable features. They have been 
decentralized, a more extensive repertoire has been fostered, and 
performances are rated instead of being placed; in some in- 
stances, criticisms are given without the ratings. The future 
course of the contest movement is rather difficult to predict. 


TECHNOLOGICAL DEVELOPMENTS 


The influence of recent scientific discoveries upon music edu- 
cation is often underplayed. The mechanical devices that have 
been developed are usually relegated to the status of audio-visual 
aids to classroom teaching. They are this and more; these 
“gadgets” have made of America a huge sounding board for 
music. Simply put, the musical experience is no longer limited 
to the performer and others who happen to be in the same room. 
Through the media of radio, television, recordings, and motion 
pictures, a single performance may affect millions of people, 
and repeatedly. In fact, it is estimated that the total attendance 
in person during the entire history of the New York Philhar- 
monic Symphony is surpassed by the audience for each week’s 
broadcast. This kind of mass dissemination affects the schools. 
Not only may the school child’s performance be so used, but his 
own school experiences are affected by his constant exposure to 
music in out-of-school situations. 

In the early days of radio serious-music programs represented 
an important segment of the broadcasting schedule, but the 
amount of serious music on commercial stations has diminished 
steadily to such an extent that some stations provide no pro- 
grams of fine music. Fortunately, however, a few excellent pro- 
grams such as the Metropolitan Opera and the New York Phil- 
harmonic Symphony broadcasts are still available on AM radio. 
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In addition, educational stations and a number of commercial 
FM stations broadcast several hours of serious music daily. 
Furthermore, there has occurred recently on television an en- 
couraging increase in serious-music programs of high quality. 
The production of such programs as Leonard Bernstein’s Omni- 
bus series and his Young People’s Concerts indicates that musi- 
cians, the television industry, and the public value and are 
ready to support music programs of the highest quality. 

It must be recognized, however, that much mechanically 
produced music is cheapening in its influence. The advent of 
mass audio devices has coincided with the creation of new 
idioms of popular music. This fact, coupled with the profit mo- 
tive upon which these media operate, plainly tends toward the 
promotion of vulgar art. Regardless of the sincere beginnings 
of jazz and Western folk music, their force has been channeled 
into this commercial use. 

It is difficult to make comparisons between present and past 
levels of musical taste. Historical investigation has been par- 
ticularly concerned with significant evolutionary developments 
within a special musical class. The musical taste of the masses 
has only recently demanded serious attention. But there is evi- 
dence that our forebears were greatly taken with embellished 
operatic arias, the technical display of Franz Liszt, and the emo- 
tional style of the Victorian period. It would seem that there is 
little need to despair of the present level of public taste as com- 
pared with that of former times. 

The continued mass promulgation of music, in spite of the 
preponderance of miseducative material, may have its beneficial 
points. Popular music is manifestly popular because it is simple 
and direct, for the public at large has insufficient musical ex- 
perience to respond to more complex and worthwhile examples, 
A variety of musical experiences is bound to result in a more 
sophisticated response; given this variety through technological 
means and well fortified with good music in the schools, the 
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public may well develop considerable powers of discrimination. 

There are indications that this is a distinct possibility al- 
though a clear trend is difficult to determine within such a short 
span of time. “Classical” record sales have been increasing at a 
rapid pace; many films are now accompanied by high-quality 
original scores; and serious-music programs are no longer im- 
possible to find on the radio. As to quality of performance, the 
immediate and strong market for “hi-fi” and stereophonic 
equipment is highly indicative. If nothing else, the public has 
been educated to demand music of technical polish and authen- 
tic texture. 


THE STATUS OF SCHOOL MUSIC TODAY 


Music education in the United States has many a new path to 
travel; it has not reached the apex of its development. It does 
seem, however, that past influences and the efforts of uncounted 
teachers and pupils have achieved certain clear gains. 

The cultural universality of music is at last being reflected in 
the education of our youth. The great expansion of free public 
education in this country, taken together with the farsighted- 
ness of pioneers in school music and the effects of modern edu- 
cational philosophy, have put this goal within reach. Today, 
practically every child has the opportunity to extend his musi- 
cal responsiveness within the schools. 

It is conversely true that many a child misses that opportu- 
nity, having undergone musical experience that is abortive. Too 
often the aims, methods, and means of instruction do not meas- 
ure up to this task of enhancing the musical responsiveness of 
every child. In fact, innumerable school children have learned 
to look upon music as a mechanical art or as a trade for which 
they have no talent. As adults, these individuals avoid music 
and certainly provide no support for the music program in the 
schools. 
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Music teaching has become more effective, on the whole, be- 
cause the profession has reached a certain level of sophistication. 
Music teachers may no longer be classed as hacks, less well- 
prepared to teach than their academic colleagues, nor simply as 
musicians who could not succeed as professional performers. 
State certification requirements and expanding graduate pro- 
grams in the universities and conservatories have led to more 
and more extended preparation, The frantic promotional stage 
in school music has largely passed, having been sublimated in 
larger causes. There is evidence of a healthy concern with teach- 
ing the values inherent in music and with acquiring the know- 
how to get that job done, 

School music has largely succeeded in maintaining its cultural 
participation and in influencing healthy change in the culture. 
It has adapted to the demands of the spectator sports and of 
new methods of mass communication. Frequently exploited and 
debased in this role, school music has nevertheless taken the op- 
portunity to advance its own causes. Music in the schools is very 
plainly having its influence on out-of-school life, as attested by 
the widespread participation in such activities as church music, 
local singing societies, and community symphonies. There is a 
wide audience for school music programs, visiting artists, and 


civic concert groups. Much remains to be accomplished but 
growth in this regard is observable: 2 


In the middle of the twentieth century, America is no land 
without music; it is simply a musical paradise, The last fifty 
years witnessed a development that quickened from decade to 
decade, that grew in geometrical Progression, with the result 
that performance, education, and finally composition have 
reached a level that must be experienced to be believed. . . . In 
1900 there existed in the United States of America only four 


13 Arnold Walter, “Music Education on the American Continent,” Music in Edu- 
cation, United Nations Educational, Scientific and Cultural Organization, Paris, 1955, 
pp. 65—66. Reprinted by permission of the publisher, 
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established orchestras (in Boston, Chicago, Cincinnati, and 
Pittsburgh). Today there are over twenty orchestras with an- 
nual budgets exceeding 100 thousand dollars; several dozens of 
minor orchestras; 600 civic orchestras; and an untold number 
(some say over two thousand) of high school orchestras. 


The voracious demands for easy education materials and for 
usable works have resulted in the publication of contrived 
compositions of low quality. Much of this material can scarcely 
be dignified by the name of music. As a result of the vigilance 
of many devoted music educators, however, this situation is 
becoming less serious. A backlog of good music has been pro- 
duced, and there is now room for the exercise of good taste and 
selectivity in most areas. 

In many ways, school music has had a large part in the en- 
couragement and improvement of worthwhile American com- 
position. From a period of utter dependence upon European art, 
the time has arrived when the American composer, conductor, 
or performer has a hearing and can gain a respected position as 
an artist; it is not long since it was the fashion to consider the 
aspiring American composer as some sort of impostor. The 
schools have largely supplied the major symphonies and choral 
groups with performers and have taken eagerly to the produc- 
tion of native American opera. 


IMPLICATIONS FOR FUTURE DIRECTIONS 


One of the more obvious developments in music education is 
that the schools have assumed nearly the whole responsibility 
for the citizen’s musical training. Before the creation of schools, 
society itself accomplished music education. Then, when music 
in the schools failed to perform the necessary educational func- 
tions, other agencies were forced to do so. That is, when the 
medieval schools were concerned only with musical mathemat- 
ics, the churches created their own performing musicians; 
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when the church schools taught only sacred music, the guilds 
were able to teach the secular. School music now covers all these 
areas, being committed to the principle that every aspect of 
music must be its concern. 

It follows that music educators must be alive to the value of 
their instruction; school music must affect out-of-school ac- 
tivities. The measure of its worth lies in the answer to this 
question: does the school enable the individual to participate 
fully in the musical life of his time? 

Indeed, where music education has flourished, it has always 
contributed directly to social unity and development; its ob- 
jectives were specifically drawn in terms of values important to 
society. The Greeks supported music education because it at- 
tempted to produce a rounded individual—one of strong char- 
acter and of physical and intellectual grace, In America, music 
was admitted to the schools for the specific purpose of establish- 
ing a common musical literacy, useful in the sacred and secular 
life of the time. 

Music education has undergone many trying periods simply 
because it became separated from the primary social values. In 
times past music education has been used to further the aims of 
clericalism, authoritarian ideology, or a particular social class. 
Democratic values, however, demand that school music con- 
cern itself with elevating the useful powers of every individual. 
Music education can no longer pride itself on widening the 
horizons of a selected few—if the rest are to be left in musical 
delinquency. 

The inherent purposes of music in society can never be 
achieved, however, when music educators fail to stay in tune 
with cultural change. Greek music educators retreated to musi- 
cal mathematics when confronted with new musical usages and 
henceforth lost effective contact with the art. It would be just 
as perilous to ignore the fact that the modern American spends 
much of his time watching motion pictures and television pro- 
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grams and is surrounded by radios and jukeboxes. The light and 
popular music which emanates from such machines is necessarily 
a concern of the school. 

It is difficult to say what course the school should pursue in 
this regard. America is unfortunate in having only a limited 
body of truly indigenous folk material which could form the 
basis of school music. As a result, music teachers have had to 
rely on a heterogeneous collection of music from foreign lands, 
Southern ballads, Western songs, and, lately, popular songs and 
compositions written to suit specific technical requirements. A 
great deal of this literature could be abandoned with no regrets. 
In the face of all this, it would seem that music educators could 
aid in America’s drive toward an authentic folk art and should 
frankly promote any such material which seems to contain 
musical value. 

For it is another lesson of history that school music strength- 
ens itself by its contributions to the musical art. If the school 
is to take unto itself the major responsibility for cultural trans- 
mission, then it must make sure that the vital elements are 
preserved and strengthened. The schools must not repeat the 
error of the quadrivium. They must promote good American 
popular music and serious compositions; they must supply dis- 
_criminating musical artists and orchestral musicians; they must 
provide audiences which are appreciative of worthwhile musical 
advances. Above all, the schools must resist degenerative tend- 
encies in all these areas. In this regard, it seems essential to 
widen instruction in the string and keyboard instruments. 

Possibly the most recurrent error in the past has been the 
failure of instruction to remain consistent with the nature of 
the art. It must be evident that music is neither an intellectual 
pastime nor a display of technical acrobatics. It should be 
equally clear that the speedy “ten easy lessons” plan is actually 
impractical; rigid short-cut methods simply cannot cope with 
the amazing subtlety of man and music. The true objectives of 
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school music require a type of instruction which highlights the 
aesthetic experience with music itself—a methodology of 
breadth, patience, and inspiration. 

School music has sometimes betrayed a sense of insecurity; 
teachers may be found who will join every new bandwagon. If 
people want size and magnitude, these teachers will supply it; 
if showmanship is the thing, they will excel in it. Surely it is 
necessary first to consider the nature of music. It has always 
been found to be an intimate thing, ill-served by high-pressure 
methods. 

Such inconsistencies may be a natural consequence of the 
long-standing tradition that musicianship is a highly skilled 
trade. At least, this has been a common belief since the time of 
Alexander the Great, It is also quite true that people constitu- 
tionally avoid the status of beginner or incompetent. To con- 
vince such people that they are not musically incompetent, the 
music teacher surrounds his activity with a façade of rapid 
progress and massive achievement. 

This sort of thing has never been found to serve the cause 
of music education. Music is not a specialty reserved to the 
“talented”; it is universally important to every human being 
and his culture. It can be taught frankly on that basis, History 
proves that even the higher branches of the profession of music : 
—teaching, musicology, composition, and professional perform- 
ance—are not mutually exclusive. How much more important 
it is to realize that every child can be provided all the ingredi- 
ents of authentic musical experience. This is the historic mission 
of music education. 


SUMMARY 


Long before man entered the spotlight of history he had 
established music as a cultural factor and had an effective 
method of music education; the youth imitated their elders in 
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performing the various ceremonial customs. As schools devel- 
oped in ancient civilizations, music was a natural subject of 
instruction, and the Greeks regarded music as a central element 
in creating the stable, gracious citizen. Schoolmen in pagan 
Rome and in Europe during the Middle Ages numbered music 
as one of the seven liberal arts, treating it as a mathematical 
science, It fell to the musicians of the Church and among the 
common people to maintain the necessary practical and creative 
instruction in music. Renaissance society saw in music an art of 
intrinsic beauty and ennobling qualities; its instruction was 
also valuable in meeting the needs of hymn-singing Protestant 
congregations, Music guilds developed their own preprofessional 
instruction pattern. These forms evolved directly into the mod- 
ern European system, with its rather split-track plan of musical 
training. 

The American colonists had no such institutions and were 
forced to set up singing schools in the interests of better reli- 
gious services. The musical life of the nation slowly advanced, 
and with the establishment of the free public schools, music was 
installed in the curriculum. Music in the schools was greatly 
aided by pestalozzian principles, by the touring European art- 
ist, and by improved teacher preparation. The progressive 
education movement provided an additional stimulus to school 
music. During the twentieth century the instrumental program 
made its great advance, allied to the system of class instruction 
and the school band. Music teachers organized and developed 
the pattern of contests, festivals, and music camps. The mass 
dissemination of music has affected recent efforts in music edu- 
cation. Today, music education offers its benefits rather univer- 
sally and has maintained its cultural influence in several im- 
portant respects, i 

There are many implications in the record of music educa- 
tion which may serve to illuminate future paths. The historical 
foundations of music education point up the increasing respon- 
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sibilities of the profession in regard to both society and the 
inherent qualities of music. 


QUESTIONS FOR DISCUSSION 


1. What is meant by “culture”? What is its relation to music and to 
music education? 

2. What was the purpose of music education in primitive times? How 
was it accomplished? How extensive was it? Are there any parallels in 
contemporary society? 

3. What was the position of music education in ancient Greece? Upon 
what basis was it justified? Do you think their objectives are legitimate 
for today’s schools? 

4. How was music taught as one of the “seven liberal arts”? What 
kind of musicianship resulted? Why were the scholae cantorum estab- 
lished? How was education in practical secular music conducted in the 
Middle Ages? What training institution was developed? 

5. What were the implications of humanism for music education? 
What were the results? 

6. Why was musical literacy important to leaders of the Reformation? 
Would you say their measures were successful? 

7. What are the main institutions and purposes of music education in 
Europe today? Can you identify the roots from which they have grown? 
Describe the possibilities open to European youth in music education. 

8. Why was music important to the American colonists? What diffi- 
culties did they face in this regard? What institution evolved to meet 
their need? 

9. What were the music conventions? What modern phenomena do 
they resemble? 

10. Upon what premise was music established in the public schools? 
Why did pestalozzian theory assist in its entrenchment within the cur- 
riculum? 

11. Describe the growth of professional music in America. What 
long-term effect did the traveling artist have upon school music? 

12. How did music fit in with the idea of progressive education? 
What influence has this movement had upon music in the curriculum? 
, 13. How did instrumental music arise in the schools? How did the 

stem of class instruction favor the formation of school bands? What 
other influences aided in building the school-band movement? Trace the 
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development of music contests and of professional organization of music 
teachers. 

14. How do radio, television, recordings, and movies affect school 
music? On the whole, would you consider them more useful than harm- 
ful? What is likely to be the long-term effect of these technological 
factors? i 

15. How would you describe school music today? To what extent 
are the benefits available to the school population? How adequate are its 
teachers and their facilities? 

16. What does history teach us about the goals of school music? What 
dangers must be avoided in the future? 
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Chapter 4 


Philosophical Foundations 
of Music Education 


THE MEANING OF PHILOSOPHY 


Webster defines philosophy as follows: “Literally, the love of 
wisdom; in actual usage, the science which investigates the 
most general facts and principles of reality and of human nature 
and conduct; specifically, . . . the science which comprises logic, 
ethics, aesthetics, metaphysics, and the theory of knowledge.” * 
This definition encompasses the subject of technical philosophy, 
and a student majoring in philosophy at a university studies all 
these fields. Technical philosophy represents an exacting disci- 
pline and an almost boundless area of knowledge far beyond 
the scope of this chapter. All these fields of study do have rele- 
vance for developing a philosophical foundation for music, and 
the serious student is urged to do extensive reading in each of 
them, 

For purposes of this chapter, however, the meaning of phi- 
losophy must be much less complex. Here it will be considered 
to embrace reasoned underlying beliefs about music, its power, 


1 By permission, From Webster’s New International Dictionary, 2d ed., copyright 
1934, 1939, 1948, 1950, 1953, 1957 by G. & C. Merriam Company, Springfield, Mass. 
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and the qualities that make it a worthwhile pursuit for children 
and adults. 

Everyone reading this book seriously is committed to a career 
of teaching music on some level. What is there about music that 
impels us to spend our lives and our substance preparing to 
teach it? What is there about music that can sustain us through 
a lifetime of contact with it? What is the nature of the aesthetic 
musical experience? What qualities do music and the musical 
experience have that justify their inclusion in the school cur- 
ticulum? In summary, why teach music? The answers to these 
questions constitute the framework for a philosophy of music 
education, and the purpose of this chapter is to present ideas 
relevant to answering these questions. 


THE PURPOSE OF A PHILOSOPHY OF MUSIC EDUCATION 


The questions that have been asked are not academic ques- 
tions, Having sound answers to them is of primary importance 
to everyone teaching music or preparing to teach music. What 
can a body of sound underlying beliefs, that is, a philosophy of 
music education, do for the music teacher? 

In the first place, having a sound philosophy of music edu- 
cation inspires and lightens the work of the music teacher. 
Every teacher encounters difficulty and discouragement in the 
course of his work. Involvement in teaching day after day pre- 
sents highly complex problems, some of which appear to be in- 
soluble at the time. Even the most skillful teacher encounters 
failure in teaching. Some classes or individual students present 
most discouraging problems and appear to make little or no 
progress. The discouraged or beaten teacher of music is a total 
loss. The very nature of the subject requires constant enthusi- 
asm and inspired teaching. A body of underlying beliefs about 
music and passionate enduring faith in its worth, to which the 
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teacher can turn for inspiration and guidance, are essential for 
a lifetime of music teaching. 

Second, a philosophy of music education serves to guide and 
give direction to the efforts of the teacher. All teaching is an 
application of the philosophy of the teacher. If his philosophy 
is vague and ill defined, his efforts are likely to be random, un- 
focused, and inconsistent. A well-formulated and comprehen- 
sive philosophy, on the other hand, permeates every aspect of 
his teaching. It serves as an important source of principles and 
helps him decide whom to teach, what to teach, and how to 
teach, Objectives, curriculum content, course content, methods 
of teaching, supervision, and administration are all a direct re- 
flection of the philosophy of the school and the teacher. 

Third, a sound philosophy of music education helps the music 
teacher clarify and explain the importance of music to his col- 
leagues and to laymen. Support for music from all people con- 
cerned with the school—administrators, other faculty, and par- 
ents—is essential if the music program is to extend or even 
maintain its present status and accomplishments. This is espe- 
cially essential in times of educational crisis such as these when 
there is constant pressure for undue emphasis on the utilitarian, 
the technical, and the material aspects of life to the detriment of 
the moral, emotional, spiritual, and human values. Forces are 
increasingly at work which threaten the music program. In the 
minds of many, education in music and the other arts is not an 
essential part of basic education but a peripheral area to be 
tolerated if convenient and to be done without when difficulty 
arises, The fate of music programs during the depression years 
and in the current crisis of American schools gives ample evi- 
dence of the importance of this function of a philosophy and 
the necessity for having music educators who are prepared to 
defend the music program and garner support for it. 

Thus, it can readily be seen that in order to be equipped for 
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his profession every music teacher must base his professional life 
on a firm philosophical foundation. Let us now proceed to an 
examination of the areas pertinent to the formulation of a 
philosophy of music education. 


BUILDING A PHILOSOPHY OF MUSIC EDUCATION 


John Dewey cites the common isolation of art products from 
the human conditions under which they were created and says 
that the first task of one who is writing on the philosophy of 
fine arts is “to restore continuity between the refined and in- 
tensified forms of experience that are works of art and the 
everyday events, doings and sufferings that are universally rec- 
ognized to constitute experience.” * 

Many forces in present-day society tend to broaden the 
chasm between ordinary experience and aesthetic experience. All 
the arts are generally relegated to a special place of limbo, a 
“higher” place to be sure, but the higher the pedestal on which 
they are placed, the more remote they become from the every- 
day life of the people and the more the average man tends to 
disassociate himself from art objects and experience with them. 
Music is relegated to the concert hall; plastic arts, painting, 
and sculpture, to the museum. Even many devotees of the arts 
tend to compartmentalize their lives and think of their aesthetic 
experience as being apart from their ordinary existence, and the 
common man is prone to consider the aesthetic world a never- 
never land in which he has little or no interest or stake, some- 
thing so precious and strange that he has no need for it. He 
thinks of art objects and art experience as being the sole prop- 
erty of a small, rather peculiar set of people of whom he is 
rather suspicious and whom he understands almost not at all. 
This situation exists at a time when mass media of communica- 


*John Dewey, Art as Experience, Minton, Balch & Co, New York, 1934, p. 3. 
Reprinted by permission of G. P. Putnam’s Sons, New York. 
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tion and mass music education serve to bring unprecedented 
numbers of people into contact with music, but the passing 
years have seen a steady decline in the quality of music filling 
the radio and television channels. It is clear that casual contact 
with great art does not develop an art-conscious person. 

Now this has not always been so. In earlier civilizations 
aesthetic activities, objects, and ideas played a significant role in 
the life of the community. Everyday life was enhanced by a 
wide range of expressive activity. Household utensils and in- 
struments for war and hunting were fashioned with extreme 
concern for the delight of the senses, Religious rites and cele- 
brations were marked by dancing and pantomime. Drama, 
music, painting, sculpture, and architecture were closely woven 
into the fabric of everyday living. 

In the earlier years of our own culture aesthetic experience 
and ordinary experience had a close relationship. Harvest cele- 
brations, frontier country square dances, and so on, were shot 
through and through with aesthetic import. The singing school, 
the singing convention, and the family and group songfests 
which dominated our musical life in an earlier day were like- 
wise manifestations of a need for aesthetic experience. None of 
these were remote from life nor were they considered effete or 
effeminate. On the contrary, they were vital, highly charged 
forces in the sentient life of the people. 

These facts give us important clues to the understanding of 
the aesthetic experience, namely, that all art experience is closely 
connected with the qualities of ordinary experience and that 
ordinary experience can grow naturally and normally into 
aesthetic experience. 


THE FORM OF EXPERIENCE 


For the conception of the aesthetic experience, as being 
closely connected with and related to ordinary experience, to 
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have meaning, an understanding of the quality of ordinary ex- 
perience is essential. The life of every living creature consists 
basically of reaction to its environment. If the environment 
contains elements to satisfy basic needs, the creature may thrive 
and find fulfillment in living. If the environment lacks the con- 
ditions and qualities essential for survival, the creature perishes 
forthwith. Even in a favorable environment all living creatures 
encounter dangers and threats to their well-being and must 
draw upon the environment to satisfy their needs. Hunger for 
food, for example, indicates a lack of adjustment with the 
environment, and the hungry creature must reach out into the 
environment to satisfy its hunger and return itself to a stage 
of adjustment or equilibrium. The process of life then consists 
of a constant flux between lack of adjustment and adjustment, 
a constant movement between disequilibrium and integration 
with the environment. Mere existence is accomplished when 
basic needs are gratified. Life is enhanced when, as a result of 
reaching out into the environment to restore its equilibrium, the 
creature attains a more highly integrated and more satisfying 
adjustment with the environment than it previously enjoyed. 
Dewey emphasizes the fact that the basis for aesthetic ex- 
perience is found in the rhythm of ordinary creature existence: ê 


These biological commonplaces are something more than 
that; they reach to the roots of the esthetic in experience. The 
world is full of things that are indifferent and even hostile to 
life; the very processes by which life is maintained tend to 
throw it out of gear with its surroundings. Nevertheless, if 
life continues and if in continuing it expands, there is an over- 
coming of factors of opposition and conflict; there is a trans- 
formation of them into differentiated aspects of a higher pow- 
ered and more significant life. The marvel of organized, of vital 
adaptation through expansion (instead of by contraction and 
Passive accommodation) actually takes place, Here in germ are 

*Ibid., p. 14. 
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balance and harmony attained through rhythm. Equilibrium 
comes about not mechanically and inertly but out of, and be- 
cause of, tension. . .. Form is arrived at when a stable, even 
though moving, equilibrium is reached. 


Even though this rhythmic movement between the loss and 
restoration of integration is characteristic of all living crea- 
tures, it is with man that the movement becomes conscious, 
and it is from the material of this rhythm that man forms his 
purposes. Man has the cognitive capacity to recognize the 
sources of equilibrium and disequilibrium in his environment 
and finds conscious satisfaction in overcoming obstacles which 
disrupt or threaten his equilibrium. Man’s thinking takes place 
at two junctures in his experience: (1) he contemplates all the 
conditions of his environment and identifies immediate and 
potential problems and threats to his equilibrium, and (2) when 
confronted with the discord implicit in disequilibrium, he re- 
flects on the means of attaining equilibrium. The entire rhyth- 
mic movement is emotionally charged. Emotional excitement 
accompanies each break, either actual or impending, in the 
equilibrium he has achieved. He values the inner peace and satis- 
faction that come from making terms with his environment 
and prizes the struggle he experienced in coming into adjust- 
ment with the conditions of existence. Each experience not only 
brings about a period of equilibrium but also gives man new 
resources for gaining an even more propitious and satisfying 
adjustment. Thus, each period of adjustment marks not only 
the end of the past search for equilibrium but the beginning 
of a new search, At times a person may attempt to “rest on 
his laurels” in that he tries to prolong unduly the period of con- 
summation of a past experience. That gives him no satisfaction, 
however, because such prolongation represents withdrawal from 
experience and an inevitable loss of vitality. 

The thing that sustains man in his constant struggle with his 
environment and pushes him on to fresh strivings to overcome 
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obstacles is his all-pervading memory of that satisfaction that 
comes from fulfillment in experience. Thus, from birth to 
death man glories in experience, struggles with his environment, 
overcomes obstacles, attains new purposes, plots new courses of 
action, and finds intense satisfaction in the fulfillment of his 
purposes. This ordinary experience when it includes conscious 
anticipation of, and participation in, conflict leading to con- 
summation has within it the roots of aesthetic experience. 

Prizing the rhythm of experience and finding fulfillment in 
experience, man has interest in objects which exemplify the 
conditions surrounding the realization of fulfillment or har- 
mony. For this reason he receives aesthetic pleasure from natural 
objects and natural phenomena which exhibit the stress-release, 
want-fulfillment, ebb-flow rhythmic pattern of his own experi- 
ence. He finds fulfillment and pleasure in contemplating the 
surf as each wave gathers energy from a remote source and 
moves relentlessly to the beach or rocks, in a bolt of lightning 
flashing across the sky followed inexorably by a clap of thunder, 
and in the countless other natural phenomena which we call 
“beautiful.” 


AESTHETIC EXPERIENCE 


The same conditions in man that enable him to gain aesthetic 
pleasure from natural phenomena embodying the struggle- 
fulfillment rhythm also account for his capacity to fashion con- 
crete objects of artistic import which express the struggle- 
fulfillment concept. The artist, prizing highly the phase of 
experience in which union is achieved, “does not shun moments 
of resistance and tension. He rather cultivates them, not for 
their own sake, but because of their potentialities, bringing to 
living consciousness an experience that is unified and total.” 4 
The capacity of man to respond to art objects likewise is due 

*Ibid., p. 15, 
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to his ability for conscious contemplation of the rhythm of life 
experience. When an artist fashions an art object, whether it be 
a sculpture, a painting, or a piece of music, he is expressing his 
conscious concept of man’s experience embodying the rhythm 
of struggle and fulfillment. The object is both the result of 
such experience and the expression of the experience, and it 
serves as a vehicle by which other men can find additional 
meaning in experience and undergo new experience. It serves 
both the artist and the viewer as a symbol of the struggle- 
fulfillment rhythm of experience. 

The heightened quality of man’s experience in comparison 
with animal experience Dewey ascribes to man’s excelling in 
“complexity and minuteness of differentiation.” As a result, 
man has capacity and necessity for more comprehensive and 
exact relationships among the constituents of his being. Accord- 
ing to Dewey, “As an organism increases in complexity, the 
rhythms of struggle and consummation in relation to its en- 
vironment are varied and prolonged, and they come to include 
within themselves an endless variety of sub-rhythms. The designs 
of living are widened and enriched. Fulfillment is more massive 
and more subtly shaded.” 5 

Langer,® on the other hand, identifies a basic need peculiar to 
the human being but notably absent in all but the more highly 
developed animals, namely, the need to symbolize experience. She 
characterizes man as a symbol-making, symbol-using, symbol- 
responding creature who transforms experience by means of 
symbols. 

Schoen? recognizes the close relationship of ordinary ex- 
perience and aesthetic experience and provides a meaningful 
analysis of the two. According to Schoen, ordinary experience 


*Ibid., p. 23. 

° Susanne K. Langer, Philosophy in a New Key, New American Library, New York, 
1948. 

"Max Schoen, The Understanding of Music, Harper & Brothers, New York, 1945. 
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(the world of common affairs) encompasses knowing and feeling 
for the sake of action. Knowing and feeling in ordinary ex- 
perience are prized for their survival value. The roots of intel- 
lectual experience and aesthetic experience lie in knowing and 
feeling in ordinary experience. The difference is that in intel- 
lectual experience knowing is prized for its own sake and in 
aesthetic experience feeling is prized for its own sake. 

Aesthetic experience, like ordinary experience, has qualities 
of undergoing and doing and embodies the rhythm of struggle 
and fulfillment. Ordinary experience has aesthetic qualities 
if it is vital and conscious of movement through obstacles to- 
ward fulfillment. Ordinary experience has practical, emotional, 
and intellectual properties. It is practical in that the person is 
interacting with his environment; it is intellectual in that the 
person finds meaning in it; it is emotional in that perceptive 
feeling binds all the parts of the experience into a whole. Or- 
dinary experience is either mainly practical or intellectual de- 
pending upon the purposes that initiate and control it. The 
consummation of a practical experience is valued for the con- 
crete results attained, Thus, the farmer transforming an un- 
cultivated patch into a field undergoes a practical experience. 
He operates under the impulsion of the need for a crop and 
struggles with obstacles to his purpose. He reflects on the best 
way to clear and plow the field; he garners his past experience 
to assist him and uses his knowledge about such things as climate, 
type of soil, the market, etc., to decide what and when to plant. 
These constitute the intellectual element of his experience. He 
is conscious of the results of his efforts, can conceive of the 
finished product, and anticipates the consummation of his ex- 
perience, These constitute the aesthetic element of his experience. 

The consummation of an intellectual experience is valued for 
the conclusion reached, a formula or “truth” which adds to the 
sum of knowledge and which can be used for subsequent inquiry. 

In a work of art, on the other hand, there occurs no self-suf- 
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ficient, discrete conclusion. The end is significant not in itself 
but only in relation to all the other parts. The recapitulation 
is not the movement in sonata allegro form. It has importance 
only as the culmination of all that has come before in the move- 
ment. We do not value the recapitulation of a sonata move- 
ment as an entity in the way we may value the field that the 
farmer produced or the formula that the scientist developed. 
This provides the clue to a distinctively aesthetic experience, 
namely, that it is a complete experience on its own account. Its 
worth depends not on our “discovering” the “deposit” of the 
experience but on our perceiving and undergoing the producer’s 
expression of his own doing and undergoing in visual or aural 
materials. An experience is aesthetic when resistance, tension, 
excitement, and emotion are transformed into a movement 
toward fulfillment and completion. 


THE MUSICAL EXPERIENCE 


The question of the nature of the musical experience has oc- 
cupied the attention of countless philosophers and musicians. 
Discussions of the question fall roughly into two categories: 
(1) those based on a romantic conception of musical art and (2) 
those based on an empirical conception. 

According to the romantic conception music, along with the 
other arts, is part of a transcendental world, an almost super- 
natural phenomenon, which has an existence all its own with 
little or no relationship to the world itself, The artist is considered 
an inspired being who alone has connection with the world of art 
and who through inspiration and genius is called to interpret 
the artistic sphere for ordinary human beings. Thus, the artist 
is infallible and never subject to the control or criticism of 
ordinary mortals. An artist is the sole arbiter of quality in art, 
and the proper role of the ordinary man is to accept, revere, 
and try to understand the results of the artist’s divine inspira- 
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tion. Artistic inspiration is on somewhat the level of religious 
inspiration and worthy of the same type of reverence and un- 
questioning acceptance. In the view of the romantic concep- 
tion the capacity to approach the condition of the artist and to 
find meaning in art is dependent upon the amount of “sensi- 
tivity” with which a person has been endowed. Art in full 
measure is only for a few and others can only worship from afar 
or remain untouched by it. 

The previous discussion must have revealed that the romantic 
conception of art and music is unacceptable to the present au- 
thors. They hold, on the other hand, that music and all the arts 
are human phenomena growing out of human experience and 
having roots in ordinary experience. 

Music is an expression of the struggle-fulfillment rhythm of 
human living. Tone affects all the bodily processes—respira- 
tion, heart beat, blood pressure, musculature—the visceral sys- 
tem, and the nervous system. This physiological sensitivity to 
tone provides the basis for the responsiveness of all human beings 
to music. Coupled with this basic responsiveness to tone are 
these psychological factors: (1) man’s consciousness of the 
rhythmic pattern of life processes, (2) his responsiveness to 
objects which symbolize the struggle-fulfillment rhythmic pat- 
tern, and (3) the delight that he receives from perceiving 
symbols which embody the fulfillment-directed experience. 

All human experience is composed of movement taking place 
in time and space, and all experience is accompanied by feeling. 
The function of the arts is to symbolize the feeling of move- 
ment in time and space. The movement in actual experience 
takes place in actual time and actual space. The space involved 
in a picture is not actual space in the same sense that the space 
of a natural landscape is actual. The space involved in a pic- 
ture is unrelated to the space of actual experience and is called 
“virtual.” $ Likewise, music takes place in time, but it is not 


Susanne K, Langer, Feeling and Form, Charles Scribner’s Sons, New York, 1953, 
pp. 169-187. 
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actual time in which we arise, eat our breakfast, and go to 
work. The time in music is again virtual time, and what music 
does is give us an illusion of the passage of time. “Musical dura- 
tion is an image of what might be termed ‘lived’ or ‘experienced’ 
time—the passage of life that we feel as expectations becomes 
‘now’ and ‘now’ turns into an unalterable fact. Such passage is 
measurable only in terms of sensibilities, tensions and emotions; 
and it has not merely a different measure, but an altogether dif- 
ferent structure from practical or scientific time.” ” 

All human experience including feelingful experience has 
form. To designate the form of experience the extremes of 
experience are labeled with such words as growth and decay, 
birth and death, ebb and flow, intensity and resolution, struggle 
and fulfillment, excitement and calm, and so on. Such is the 
pattern or form of the life of feeling, and “the pattern of music 
is that of the same form worked out in pure, measured sound 
and silence. Music is the tonal analogue of the emotive life.” +° 

Music fulfills the essential relationship to the life of feeling that 
any symbol must bear to what it means, i.€., the symbols and 
the object symbolized must have some common logical form. 
It likewise fulfills other requirements of an operating symbol, 
ie., (1) music is easier to perceive and to handle than human 
feelings; and (2) musical forms can be invented, altered, re- 
peated, uttered, and recalled at will. Human feeling is sub- 
ject to none of these manipulations. “Sound is a negotiable 
medium, capable of voluntary composition and repetition, 
whereas feeling is not; this trait recommends tonal structures 
for symbolic purposes.” ** 

The present authors maintain with Dewey that the aesthetic 
experiencing of music is closely related to ordinary experience, 
and with Langer that “the function of music is not stimulation 
of feeling but expression of it; and furthermore, not the symp- 

* Ibid., p. 109. Reprinted by permission of the publisher. 
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tomatic expression of the feelings that beset the composer but 
a symbolic expression of the forms of sentience (i.e, feeling) 
as he understands them. It bespeaks his imagination of feeling 
rather than his own emotional state and expresses what he knows 
about the so-called ‘inner life.’ ” 2 

If music is a symbol, what does it symbolize? To clarify the 
answer to this question a basic understanding of the symbol 
function is essential. There are four elements in the symbol 
function: (1) the subject, the person using the symbol; (2) 
the object, the thing symbolized; (3) the symbol itself; and 
(4) the conception of the object. 

To use an example from language, let us assume that you and 
I are the subjects; the object is an article that people sit on; 
the symbol is the word “chair.” Your and my conceptions of 
“chair” may vary somewhat, but both of us have a common 
concept of what a “chair” is, namely, something to sit on. Thus, 
we can use the symbol “chair” to think about and talk about an 
object of which we have a common concept even though the 
object is not present and our conceptions of the object may not 
be identical. The word “chair” has been applied to the object 
by common agreement and usage and denotes a particular class 
of object. The essence of language is denotation, the applica- 
tion of a symbol to an object. 

Music likewise is a symbol, but of a different order, what 
Langer has called “an unconsummated symbol.” ** Music does 
not function denotatively. The tone C has no assigned meaning; 
nor does the C chord, C-E-G;; nor does a melodic pattern moving 
either up or down from the dominant tone to the tonic. Thus, 
music can have no assigned connotation. It does, nevertheless, 
have all the other earmarks of a symbol. In music the symbolic 
elements function as follows: (1) the subject is a person (com- 
poser, performer, or listener); (2) the object is the ways or 

Ibid., p. 28. 

* Langer, Philosophy in a New Key, p. 240. 
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forms of human feeling; (3) the symbol is tonal motion in 
virtual space; and (4) the conception of the object (the ways 
of human feeling) varies from one subject to another as a result 
of the differences in the experience each has undergone and the 
understanding each has developed. 

In summary, then, the tonal motion in music symbolizes the 
subject’s conception or understanding of the ways of human 
feeling. 

Recognition of music as a symbol has brought many people 
to grief because of the cultural pervasiveness of our most highly 
developed symbol system, language. They have been led to the 
conclusion that, if music and language are both symbolic, it 
should be reasonable to impute to music many of the charac- 
teristics of language. Thus, we hear much talk about “the lan- 
guage of music” and such romantic phrases as “music, the uni- 
versal language.” If this error in thinking led only this far, 
it would not be disastrous; but it has led many musicians and 
especially music teachers to damaging conclusions and highly 
questionable practices, These include the notions that music has 
definite meanings, that music can convey specific emotions, that 
the best road to music appreciation is verbalizing the “meaning” 
of the music, and that musical structure may be defined in terms 
of the structure of language. 

Music is not a language simply because, unlike language, 
the elements of music do not have an assigned meaning and the 
essence of language is the assignment of meanings to words. 
Musical elements do not function in this way, and any imposi- 
tion of the function of language on music inevitably confuses 
musical understanding. But, you may ask, if music is not a 
language, what is it and what does it mean? The answer is 
simple, Music is a form, a form which has significance as a 
symbol of the rhythm of life experience. The form of music 
bears a close analogy to life of feeling, and since the material 
of music is sensuous material to which the human being 
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is responsive, it is capable of having import. “This import,” 
writes Langer, “is the pattern of sentience—the pattern of life 
itself, as it is felt and directly known.” +4 


RESPONSES TO MUSIC 


The characteristics of the musical experience having been 
sketched broadly, attention must be given to some specific ques- 
tions which inevitably arise in a consideration of the musical 
experience. First of all, what is a musical response to music? 
Some people operate on the assumption that any response to 
music is a musical response and attach small significance to the 
various kinds or levels of response. It is well known that people 
respond to music in highly different ways. For example, one 
person may habitually tap his foot on hearing music and find 
great pleasure in highly rhythmic music but find no basis for 
response in a composition in which rhythm is not the dominant 
characteristic. Another may attend the melody closely, try 
to hum along with the performance, and desire to recall the 
melody of each composition he hears. Such a person would be 
likely to reject all compositions lacking a singable melody or 
a composition in which the melody was out of his vocal range. 
Another person may find pleasure in daydreaming while listen- 
ing to music and judge all music by the kind of opportunity it 
provides him for fantasy making. 

The first two of these responses is directly related to musical 
elements while the third actually has little to do with the music 
itself. Although no one would wish to deny to any person the 
mode of responding to music that brings him pleasure, it is 
believed that responses which depend on attending music ele- 
ments are preferable to responses to which music is only in- 
cidental, 

Responses to music, then, can be categorized as (1) unmusical 

“ Langer, Feeling and Form, p: 31. 
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responses and (2) musical responses. Unmusical responses in- 
clude associating music with images, memories, specific feelings, 
moods and stories and scenes. Because of the very nature of 
music—its abstractness, the effects of tone on the whole body, 
the possibility of associating natural sounds and language sounds 
with musical sounds—and because of the fact that certain kinds 
of music become culturally associated with daily life situations, 
this is admittedly a “natural” way of responding to music and 
may be a proper mode of response for all people some of the 
time. It is not, however, acceptable for any person all of the 
time because it fails to take full advantage of the potentialities 
of music for abstract experience on an aesthetic level divorced 
from the mediocrity of ordinary experience. From the music 
educator’s point of view these are not responses to be cultivated. 
In fact they need no cultivation; they occur almost universally 
without guidance or organized learning. If the music-education 
program can have no result that would not take place in the 
ordinary course of events without music education, then it has 
no reason for existence. 

At the other end of the scale lies another response to music 
which often occurs as a result of extensive training in music. 
This has been called the technical or critical response. Many 
musicians have developed this kind of response to the point that 
they do not really like music except for the opportunity it gives 
them to criticize each performance they hear or participate in. 
They complain about the tempo, pitch, balance, tone, or some 
other aspect of each performance they encounter. This is not to 
imply that there is not a place for technical criticism in the life 
of the musician. It denies vehemently the primacy of the 
critical response and contends that unless a feelingful response 
to the musical expressiveness precedes and endows the critical 
response, the musician or critic is divorcing himself from the 
art of music and, furthermore, is undermining the authenticity 
of his criticism. s 
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Responses to music differ in level and degree of subtlety, 
but they have one common characteristic; namely, they rely 
on human responsiveness to tonal materials and to tonal patterns 
by means of which music symbolizes struggle-fulfillment 
rhythm, the form of human feeling. Musical responsiveness 
is universally present in the human species. Although they dif- 
fer in the degree of sensitivity to the musical stimulus, all per- 
sons can respond musically and aesthetically to the tonal stimu- 
lus; and the primary overriding objective of music education 
must be to develop the innate musical responsiveness of every 
individual to the highest possible level and to nurture and ex- 
pand his potential for aesthetic experience. 

The primary characteristic of musical responses to music is 
the quality of conceiving and reacting to the expressive form 
present in every musical composition. By expressive form is 
meant the patterns of tensions and resolutions which enable us 
to conceive the feelingful idea expressed by the composer. The 
term “expressive form” used here differs from structural form 
which has to do with the organization of the parts of a musical 
composition. Hearing and feeling patterns of intensity and re- 
lease constitute the first requisite of musical hearing and musical 
performance. Without this the listener perceives nothing and the 
performer expresses nothing. The first task of music education 
must be to develop this sensitivity without any intrusions, in- 
tellectual, mathematical, or critical. Unfortunately, this task is 
one frequently neglected at all levels of musical education. 
Excessive talk about music, excessive concern with technique, 
and reliance on extramusical factors to gain the interest of stu- 
dents all represent practices inimical to the development of 
sensitivity and responsiveness to the expressive form of music. 
Widely practiced teaching methods such as baiting each piece 
of music with a story or descriptive account and telling stories 
about composers and musicians are not conducive to developing 
responsiveness to music. The former represents a distorted view 
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of the nature of the musical response; the latter can have meaning 
only if prior expressive experience with music has created a 
desire in the pupil to know something of the composer and the 
circumstances surrounding the composition of the music. 

The following chapter on musical learning treats musical 
meaning and perception, and the chapter on methods of teach- 
ing deals at length with techniques for developing musical 
responsiveness; but it is appropriate here to point out the es- 
sential character of teaching focused on this objective. What 
should be done is to provide a rich musical environment in the 
school in which every child has experience, both as a performer 
and listener, with a wide variety of expressive music of a dif- 
ficulty consistent with the developmental level of the child 
and performed with the highest possible level of musicianship. 


MAKING VALUE JUDGMENTS IN MUSIC 


Almost everyone proceeds on the assumption that music varies 
in quality, that some music is better than other, that one com- 
position is superior to another. This assumption is borne out by 
the fact that some musical compositions have gained and main- 
tained a place in the permanent repertory while others, although 
they may achieve singular popularity for a time, are soon for- 
gotten and revived only for their historical interest. It is also 
true that some music affects listeners and gives them pleasure 
while other music lacks appeal and leaves listeners unaffected. 
Thus, music does vary in quality, and the qualities that con- 
tribute to this variance are considered here. 

All good music is expressive in that it embodies the composer’s 
conception of the stress-release form of human experience. This 
represents the first criterion of quality in music: Do its tonal 
patterns exhibit the rhythm of struggle and fulfillment which is 
analogous to the form of human feeling and in which the per- 
former or listener can find feelingful import? If a piece of 
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music fits this criterion, it is good music. The presence of this 
quality is what makes such widely divergent musical composi- 
tions as “Home on the Range,” “The Tennessee Waltz,” “The 
Stars and Stripes Forever,” and “St. Louis Blues” all good music. 
The absence of this quality makes the Czerny Velocity Studies, 
“Arkansas Traveler,” or an elementary-series song written 
to exemplify the descending chromatic all poor music. The 
former group all have as their purpose and function to excite 
feeling. The latter group are expressive of little or nothing; 
their purpose is to exemplify technical problems or to provide 
a steady beat, 

Another characteristic of good music is that it is put together 
with expert craftsmanship. Craftsmanship facilitates expres- 
sion, but it never replaces it. Thus, music constructed by formula 
such as many of the dreary products of the Schillinger system, 
a great deal of the music written for the movies, and the recently 
publicized music written by Illiac are not good music. 

Having gone this far, can we go further in determining 
quality in music? Or, is all expressive, well-crafted music equally 
good? We must, and can, go further. Otherwise efforts to im- 
prove taste and to educate people musically are a sham and a 
waste of time, and we may as well close up the music-education 
shop except for developing performers. 

What is it then that makes the “Leibestod” a better piece of 
music than “I Love You Truly” and Beethoven’s Sixth Symphony 
better than Sinding’s “Rustle of Spring”? All four are ade- 
quately crafted and people find expressive value in all of them, 
but two of them are considered ordinary and two are conceded 
to be great music. 

Good music and great music differ in two essential char- 
acteristics: (1) the subtlety of expression and (2) the abstract- 
ness of expression. Popular music, most hymns, semipopular 
music, and most folk music lack subtlety. The melodies are ob- 
vious and easily comprehended. A musical person can learn the 
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melody in a hearing or two, and even the less musically adept can 
do so with limited casual contact. The harmony, likewise, is 
trite, straightforward, and easily anticipated. The rhythm and 
structure are regular, lacking in development and variation. The 
thematic material of good music usually has an essential sim- 
plicity which limits the possibilities for development and varia- 
tion. Some lack of development may be due not to the nature 
of the thematic materials but to the genre of the composition 
or the limited resources or intentions of the composer. 

In good music, furthermore, one of the musical elements 
usually receives predominant emphasis. In a sentimental ballad, 
the melody is the significant element; in dance music, the 
rhythm; in mood music, perhaps the harmony or tone color. 
There exists a lack of integration among the elements which 
limits severely the expressive value. As a result good music does 
not hold the interest for long. The musical person can plumb 
its depths easily and quickly, and it does not bear repeated hear- 
ings or contact over a period of time unless through association 
with an event, mood, memory, emotion, and so on, it takes on 
meaning outside its musical meaning. For example, “The Star 
Spangled Banner,” a good but not great piece of music, is as- 
sociated with patriotism and love of country and has become 
an important source of symbolic experience and an important 
piece of music in the United States, but it is of only passing 
interest to citizens of other countries. Likewise, “I Love You 
Truly” and other songs usually associated with weddings be- 
come for many people symbolic of their feelings about their 
courtship and marriage and occupy an important role in evok- 
ing memories and feelings of great value and significance to 
them. Good music has limited expressive value in itself but 
may serve as a vehicle for evoking strong feeling through 
its association with an extramusical factor with which it be- 
comes associated. This explains the survival of “God Bless 
America” after its introduction during World War II even 
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though it had had only passing favor when first published years 
before with different words. 

Great music and music tending toward greatness exhibit much 
more subtlety both in the musical ideas themselves and in the 
treatment of the ideas. Melodies require closer attendance for 
apprehension. Ranges may be extreme; germinal ideas may be 
developed and varied in countless imaginative ways. In great 
music the thematic material, even though simple in its bare 
statement, has possibilities for development, variation, and ma- 
nipulation which give full sweep to the imagination and in- 
ventive skill of the composer. The composer furthermore adopts 
for the composition the form and medium of performance which 
provide scope for the most artistic unfolding and presentation 
of the full significance of the musical idea. Harmony may like- 
wise be complex and full of surprises, Anticipating the har- 
monic movement is difficult. Highly tensional harmonic move- 
ment may pervade the composition, and remote key relation- 
ships increase the intensity and heighten the fulfillment that 
comes with a return to the original key center. The rhythms are 
complex and highly developed. Complexity of form and subtle 
relationships among the different parts are present. And finally, 
all the aspects of the music—melody, harmony, rhythm, and 
form—are integrated into an expressive whole in which no 
one element predominates but all play their logical role in the 
expression of the struggle-fulfillment rhythm of human feeling. 

Good music and great music also express different degrees on 
a continuum from specificity to abstractness, Both appeal to 
the life of feeling and call forth a feelingful response. Good 
music appeals to specific feeling on much the same level as the 
feelings of ordinary experience, Listening to good music may 
make one feel patriotic, merry, solemn, penitent, affectionate, 
devout, amused, like dancing, or whatever. Good vocal music 
excites highly specific feeling owing to the influence of the 
words. Thus, the feelings expressed by hymns, most popular 


Philosophical Foundations of Music Education 93 


songs, many folk songs, and semiclassical songs are most direct 
and specific. Likewise, instrumental music such as marches, 
highly programmatic music, dance music, and mood music calls 
forth specific feelings. 

Great music, on the other hand, instead of calling forth 
specific feelings expresses the “life of feeling,” a general state 
of feeling. Great music does not give us moods and emotions 
but insight into the form and structure of human feeling. To ap- 
preciate a great piece of music is to perceive the composer’s and 
the performer’s conception of the human feelingful life. Great 
music expresses symbolically the life of feeling which cannot 
be expressed through language or any other medium of human 
expression, 

What does the establishment of these standards mean in 
evaluating different kinds of music? It means that the more 
subtle and the more abstract the musical expression, the greater 
the piece of music. Thus, “Smoke Gets in Your Eyes” is a better 
piece of music than “Dark Town Strutters Ball”; “Greensleeves” 
is better than “Home on the Range”; “St. Louis Blues” is 
better than “Hound Dog.” “Ich Liebe Dich” is better than 
“I Love You Truly” but both are good music while the “Liebe- 
stod” is great music. “Funeral March of a Marionette” is good 
music but the “Marche Funebre” from Beethoven’s Third Sym- 
phony is great music. 

Program music, along with film music, music written for 
ballet, and music incidental to a play, is unlikely to be great 
music. None of these kinds of music result from purely thematic 
thinking and development. The composer supplements his musi- 
cal idiom by imagined or actual situations, subjects or events 
which hold a mood or specify an emotion. The quality of the 
music is usually directly related to the degree of restriction im- 
posed by the situation. The composer who is required to write 
music conforming in intensity to a film may, if he is skillful, 
heighten the emotional import of the film; but his music is 


94 í CHAPTER 4 


inevitably insignificant when considered on its own. On the 
other hand, some composers do their finest work when their 
imaginations are stirred by an extramusical idea. Stravinsky may 
be cited as one notable example. If the program or situation 
restrains and structures his thematic thinking and development, 
however, truly -great music can never result. This explains 
the superiority of his Orpheus to his The Rite of Spring. In the 
former the subject gave flight to his musical imagination; in the 
latter the involved program inevitably intruded. In the same 
way a broad programmatic idea undoubtedly enabled Beethoven 
to write in his Sixth Symphony a great work embodying a fresh 
concept of feeling different from that found in any of his other 
compositions. He warned us, however, against becoming im- 
mersed in any program in connection with the symphony. 

The fact is that program music must be evaluated in terms 
of the music itself without reference to the program. If the 
music is expressive and has deep emotional import in its own 
right, it is great music. If it requires the program to gain im- 
port, it can only be inferior music. 

In addition to these standards for evaluating music on one’s 
own, there are two important sources of value judgment which 
must be considered: cultural acceptance and the judgment of 
musical experts. 

Musical taste is culturally shaped. A composition highly re- 
garded in the Orient may evoke no response at all in the West, 
but the fact that generations of Orientals have found expressive 
value in it indicates it is either good or great music for them. 
We can rely to an extent on the survival of a piece of Western 
music as an indication of expressive appeal and value. Music in 
which one or more generations have found significance must 
have expressive power and musical appeal. Unless sociological, 
technological, or intellectual developments have cut us off en- 
tirely from the era in which the music found favor, it will still 
have value for us at the present time. 
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With reference to new music we must arrive at value judg- 
ments by applying our own standards and by relying on the 
opinions of musical experts. The critic with intensive and ex- 
tensive musical experience and with accumulated skill and in- 
sight into the worth of musical compositions represents a valu- 
able source of guidance to laymen, music students, and teachers 
of music in judging the worth of new music. Reliance on mass 
taste to select great new music cannot be seriously considered. 
The forces of musical tradition are strong enough to make mass 
acceptance of a composition that departs significantly from tra- 
dition very unlikely. Responding fully to great music requires 
repeated contact and familiarity. One of the unique characteris- 
tics of great music is that it bears familiarity and knowing 
well, and to evaluate it without contact over a period of time is 
unfair and dangerous. 


THE POPULARIZATION OF GREAT MUSIC 


A discussion of musical values directed toward teachers of 
music must consider attempts to make great music popular 
by adulterating it. Such attempts usually take the form of put- 
ting words to highly melodic passages or “jazzing up” the music. 
The difficulty with such practices is that they destroy the in- 
tegrity of the composer’s conception and pull great music down 
to the level of good music or worse. The addition of sentimental 
words to a great piece of instrumental music distorts the expres- 
sive power of the music by making the music expressive of 
specific feeling. Thus, “Tonight We Love” may be an attractive 
popular song, but it certainly is no better than hundreds of 
legitimately composed popular songs. Furthermore, singing 
the words neither brings about interest in or understanding of 
Tschaikowski’s music in its original form nor represents a 
sound beginning point for such interest and understanding. 

“Jazzing” great music usually means speeding up the tempo, 
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giving additional emphasis to the rhythm, or using instruments 
normally used in dance bands. Treating great music in this way 
may attract the transient interest of students, and they may 
tap their feet when listening to it and dance to it with pleasure. 
Exposure to music of this kind, however, can never result in 
the understanding of great music. Experience with great music 
from which the greatness has been removed accomplishes the 
same results as experience with ordinary popular music and 
nothing more. 

The notion that the popularization of great music leads to a 
comprehension of it is based on a naive concept of the transfer 
of learning completely unjustified in the light of research on the 
subject. If the purpose of the music-education program were to 
entertain students, jazzing great music and the addition of 
sentimental words to it might be in order. If, on the other hand, 
the development of the aesthetic potential and of musical under- 
standing is involved, neither practice has a place in the program. 
Casual concern with trivial music can never achieve great pur- 
poses in music education. 


WHY SHOULD MUSIC BE INCLUDED IN THE 
SCHOOL CURRICULUM? 


Music has been included in the curricula of schools from the 
beginning of recorded history, and widely varying reasons for 
its inclusion have operated at different times. Much of the 
time music has been justified for the extrinsic value of musical 
activity, and participation in music has been considered instru- 
mental to achieving ends essentially unmusical. Plato, for ex- 
ample, held that the great value of music lay in its usefulness in 
achieving social results which he considered desirable. He went 
so far as to proscribe the use of certain modes as immoral and 
lascivious. The Romans included music as one of the seven 
liberal arts because the mathematical aspects of music seemed 
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fit for celestial beings, along with arithmetic, geometry, and 
astronomy. During the Renaissance and Reformation, Protestant 
elementary schools brought music into the curriculum to develop 
religious feelings and to save souls. Children in these schools 
sang hymns to further the religious objectives of the schools. 
Music was used in the eighteenth century to heighten the na- 
tionalistic spirit and feelings of patriotism. In American music 
education, instrumental values have tended to dominate the 
thinking of music educators and administrators from Lowell 
Mason to the present day. Typical of claims made for music 
are the following: 

Music education includes activities and learning which develop 
the social aspects of life. 

Music education develops the health of the student. 

Music education aids in the development of sound work 
habits, 

Music education instills wholesome ideals of conduct. 

Music education aims to develop good citizenship. 

Music education improves home life. 
Although all these claims have an instrumental conception of 
the value of music behind them, they are not all equally far- 
fetched. Music can be a social asset, provide a focus for group 
work, and represent a rewarding endeavor in the home. Some 
of the other claims, however, border on the ridiculous. Musicians 
have never been known to have better health than other people, 
and their posture and health habits are not demonstrably su- 
perior. The claim for the development of work habits depends 
upon a highly specific view of transfer of training which has 
long since been proved unsound. The claim for developing whole- 
some ideals of conduct apparently stems from a notion that 
music has a transcendental “goodness” about it which may rub 
off onto musical participants. The idea that music contributes 
to development of citizenship seems extremely naive, since 
music groups do not demand a democratic way of life. On the 
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other hand, they are likely to be the most authoritarian groups 
in which one ever finds himself. 

The authors cannot accept an instrumental view of the func- 
tion of music in the life of the human being or in the school pro- 
gram. While certain values of this kind may accrue, they do not 
provide the raison d’étre for the music program. Furthermore, 
reliance on instrumental values inevitably perverts and distorts 
the art of music and debases its true and enduring values. 

Reliance on the instrumental values of music has provided 
music education with a flimsy, unconvincing argument, because 
none of the claimed values are unique to music and the musical 
experience. Even if music did develop better health, a good 
physical education and health program would undoubtedly be 
more efficient, Developing wholesome ideals of conduct, at best 
a peripheral accomplishment of music participation, can take 
place more directly through religious training and other facets 
of the school program. Likewise, the development of citizenship 
can best be achieved through civics classes, history classes, and 
citizenship-education projects. And no reasonable person can 
believe that work habits developed in music are more likely to 
operate in other fields of endeavor than those developed in 
shop, home economics, and algebra class. 

In addition and most regrettably, reliance on instrumental 
values of music has provided cover for appallingly scanty musical 
achievement, minimal musical learning, and shockingly low 
musical standards. The music teacher who teaches little or no 
music is often excused on the grounds that the children are 
happy, or are good group members, or will not beat their wives 
when they grow up and marry. These results are all well and 
good, but they are not a direct corollary or outcome of musical 
experience and have little or no relevance for conducting and 
evaluating the music program. 

Does the rejection of instrumental values as the basis for the 
inclusion of music in the school weaken the case for music and 
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leave it unsupported in the scramble for curricular time? By 
no manner of means. Actually, it strengthens the place of music 
by enabling us to emphasize its positive values and to show the 
unique role of music education as a part of aesthetic education. 

Man is unique among all earthly living creatures in the extent 
and quality of his potential. He has physical, intellectual, ethical, 
and aesthetic potentials. If any aspect of his potential is neglected 
and undeveloped, he never attains his true stature as a human 
being. Responsibility for developing his physical potential is 
shared by the home, medical services, and the school physical 
and health education program. The focus of most of the school 
program is on developing his intellectual potential. The school, 
the home, the church, and community agencies share responsi- 
bility for developing his ethical potential. Although other 
agencies such as the home, mass media of communication, and 
community influences contribute to his aesthetic development, 
the school has primary responsibility for helping him attain 
stature in this realm of meaning in which life gains some of its 
most worthwhile and enduring values. Through aesthetic edu- 
cation he finds true self-realization, insight into life values 
which are timeless, culturally significant, and personally satisfy- 
ing. He discovers means for satisfying a basic and pervasive need 
of all human beings, namely, the need for symbolic experience. 

Music has unique qualities that make it the most desirable 
medium of organized aesthetic education. Human beings are 
universally responsive to music and can find satisfaction and 
meaning through experience with it. Although there are wide 
variations in musical capacity and sensitivity, every person 
can find satisfaction and enjoyment not only as a consumer 
but also as a producer of music on some level and in some 
medium. Music is unique among the arts in lending itself to 
group participation. For instance, while the consumption of 
plastic art is an individual matter, everyone within hearing of 
a musical performance can perceive its meaning. Likewise, the 
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performance of music is in large part a group proposition. Thus, 
music fits into the scheme of education more neatly than any 
other form of artistic endeavor and must perforce carry the 
major load of aesthetic education in all organized general edu- 
cation. Herein lies the major case for the inclusion of music 
in general education. Who can assail the importance of aesthetic 
experience in the life of the human being? Who can deny 
the cultural pervasiveness of the musical art? Who can doubt 
the cultural significance of music from the beginning of re- 
corded history and the richness of the musical cultural heritage? 
Who can negate the fact that music lends itself admirably to 
organized instruction and group participation within the school 
framework? Who can fail to recognize the urgent necessity for 
aesthetic education in this modern day when there is a constant 
tendency to emphasize the material, the technological, and the 
intellectual aspects of life to the detriment of the spiritual and 
human values? 

We are now in a position to state in summary form the basic 
tenets of our philosophy of music education. They grow out 
of the preceding discussion, and we believe them to be logically, 
musically, and educationally sound. 

1. Art is the result of man’s need to transform his ex- 
perience symbolically. 

2. Aesthetic experience grows out of and is related to ordinary 
experience. Aesthetic quality is the source of man’s highest 
satisfaction in living, and while all experience that is carried 
on intelligently has aesthetic quality, man’s most valued ex- 
perience is in connection with art objects consciously and feel- 
ingfully conceived and contemplated. 

3. All human experience is accompanied by feeling. Music 
bears a close similarity to the forms of human feeling and is the 
tonal analogue of the emotive life. 

4. Music is expressive of the life of feeling in that its move- 
ment symbolizes the movement of feeling alternating between 
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struggle and fulfillment, intensity and release, rise and fall, 
moyement and repose, and even, finally, life and death. 

5. The import of music is not fixed; it is subjective, personal, 
and creative in the best sense of the word. We can fill the forms 
of music with any feelingful meaning that fits them. 

6. Since the appeal of music is to the life of feeling, every 
musical experience and all experience with music must be feel- 
ingful experience. 

7. Music attains significance only through its expressive 
appeal, and all work with music must be carried with full cog- 
nizance of its expressive appeal. 

8. Every person has the need to transform experience sym- 
bolically and the capacity for symbolic experience with music. 

9. The only sound basis for music education is the develop- 
ment of the natural responsiveness that all human beings possess. 

10. The music-education program should be primarily aes- 
thetic education. 

11. Every child must be given the opportunity to develop his 
aesthetic potential to the highest possible level through expres- 
sive experience with music, including vocal and instrumental 
performance, listening, and composition appropriate to his de- 
velopmental level. 

12. Music education should be cosmopolitan, employing all 
kinds of music and giving recognition to the value of all kinds 
of music. 

13. While no type of music can be ignored in the music 
program, major attention should be given to providing musical 
experience that is educative in that it leads to an aesthetic 
response to great music, to the clarification of musical values, 
and to the development of musical independence. 

14. All instructional material should be musical material 
of the highest possible quality; all teaching should have as its 
primary objective the illumination of the art of music and should 
emphasize musical values and not extramusical values. 


102 CHAPTER 4 


15. Through extensive experience with music certain in- 
strumental values inevitably accrue. These include the develop- 
ment of resources for worthwhile use of leisure time, the op- 
portunity to participate with peers in a worthwhile group en- 
deavor, resources for enriched home and community life, and 
the opportunity to discover unusual talent. Results in these 
areas can occur, however, only when the primary emphasis is 
placed on providing musical experience that is worthwhile in 
itself, 


QUESTIONS FOR DISCUSSION 


1. How do you justify the inclusion of music in the curriculum of 
the public school? Formulate a statement that would be meaningful 
and convincing to a school administrator or a group of parents. 

2. This chapter contains a statement to the effect that the way a per- 
son teaches is a reflection of his philosophical orientation. Select three 

` teachers of music you have had in public schools or college and whom 
you remember well. Sketch briefly the philosophical orientation of each 
teacher based upon your analysis of his teaching practices and his atti- 
tude toward music and toward students. 

3. What sources of symbolic experience do you value most in your 
own life? How do you account for the valuation you place on each type 
of experience you have mentioned? 

4. Richard Strauss is reputed to have said that it would eventually be 
possible to portray the knives and forks on the table with music. Do you 
agree or disagree with the statement? Why? Do you think it desirable 
that such a development in music take place? 

5. In what respects does music resemble and differ from language? 

6. Do you believe that music educators are justified in attempting to 
raise the level of musical taste? Why? 

7. If music education succeeded in developing in all school children 
a taste for the best in serious music, would there still be a place and 
demand for folk music and popular music? - 

8. What is your opinion of the value of instruction in such instru- 
ments as guitars and ukeleles in connection with the school music pro- 


gram. Do you think such instruments should be taught in the music 
program? 
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9. In what respects do you believe the music program in public 
schools has improved in the past ten years? In what respects has it failed 
to improve or, perhaps, deteriorated? 

10. Is the music-education program of which you are a product 
consistent with the point of view expressed in this chapter? If not, what 
changes in the program would result if this point of view were put into 
effect? 

11. Formulate as clearly as possible your own philosophy of music 
education. 
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Chapter 5 


The Foundations 


of Musical Learning 


This chapter has as its purpose the exploration of musical 
learning. It begins with a definition of learning, considers the 
nature of musical meaning, provides an analysis and descrip- 
tion of the products of musical learning, and gives attention to 
the relationship between musical learning and maturation. The 
final major section of the chapter deals with learning theories 
and presents eleven principles of musical learning. 

The material presented in this chapter is intended to provide 
a theoretical framework for the delineation of objectives in 
music education and to establish the basis for the derivation 
of methods of teaching in music education. Later chapters treat 
these two topics in detail. 


LEARNING DEFINED 


Learning is growth; learning is development; learning is ex- 
perience; learning is something new that has been added; learn- 
ing is “the progressive change in behavior associated, on the one 
hand, with successive presentation of a situation and, on the 
other, with repeated efforts of the individual to react to it ef- 
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fectively.” + These are but a few of the definitions given to 
learning in professional literature, but psychologists have not 
yet agreed on a definition acceptable to everyone. The fact is 
that the term learning has many meanings and that no one 
generalized definition yet devised can apply to all the varied 
processes by which changes in human behavior occur. 

Faced with this plethora of meanings for the term learn- 
ing and the necessity for discussing musical learning within the 
framework of a chapter, one can only select the definition which 
has for him the greatest operational value and which makes for 
the minimum of confusion, The present authors are indebted 
to Mursell for such a definition: “Learning is a process which 
begins with a compelling problem and proceeds toward its so- 
lution by the apprehension, clarification and application of 
meaning.” 7 

This definition has several advantages. In the first place, it 
rightly emphasizes the central role of meaning in learning. 
Without meaning there can be no learning. The meaning may 
be obscure or scanty, or it may be of an entirely different order 
than we desire it to be; but meaning of some kind is an es- 
sential ingredient of learning. 

A second advantage of the definition is that it implies the 
developmental nature of learning. Learning usually takes place 
over a period of time during which the learner refines the mean- 
ing he has apprehended and develops efficiency and precision in 
applying the meaning to problems. Learning by “sudden flashes 
of insight” undoubtedly occurs occasionally, but more com- 
monly learning is the result of a more or less extended period of 
exploration of a given situation and the gradual emergence of 
meaning. 


1 Arthur I. Gates and others, Educational Psychology, The Macmillan Company, 
New York, 1942, p. 299, Reprinted by permission of the publisher. 

* James L. Mursell, Successful Teaching, McGraw-Hill Book Company, Inc., New 
York, 1946, p. $1. Reprinted by permission of the publisher. 
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A third advantage lies in the emphasis on the problem-solv- 
ing nature of learning. The process of learning is not complete 
until the meaning derived from a situation has been applied to 
a problem. Finally, the definition ties one to no particular theory 
of learning but enables him to utilize fruitful concepts developed 
in all kinds of experimentation on the learning process. 


MEANING IN MUSIC 


Having by definition emphasized the central role of meaning 
in learning, we must give attention to meaning in music. Unless 
the nature of musical meaning is clear, efforts to control the 
musical learning situation can never be efficient. 

There is wide agreement that music has meaning for listeners 
and participants, but the nature of that meaning has excited 
great controversy through the years. Meyer has identified two 
different types of musical meaning, absolute meaning and ref- 
erential meaning.* Absolutists hold that the meaning of music 
lies in the discernment of the complex relationships set forth 
within a musical work. The referentialists, on the other hand, 
while they admit the presence of these abstract meanings, con- 
tend that music also communicates extramusical meanings re- 
lated to actions, concepts, characters, and situations. The ques- 
tion of musical meaning has been further confused by the 
arguments of the formalists and expressionists. The formalists 
contend that the meaning of music is primarily intellectual, 
which the expressionists argue that the musical stimulus is ca- 
pable of exciting feeling. 

It seems reasonable to accept the presence of both absolute 
and referential meaning in music. Furthermore, the capacity 
of music to excite feeling has been well established. It is, how- 
ever, difficult to accept the notion that the appeal of music 
is primarily intellectual. It must be granted that music varies 


*Leonard B. Meyer, Emotion and Meaning in Music, University of Chicago Press, 
Chicago, 1956, p. 1. 
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in the amount of its intellectual appeal and that people can be 
trained to search for intellectual meaning, to the exclusion of 
expressive meaning. It may even be possible, as some composers 
and aestheticians have contended, to write music the appeal 
of which is mostly cerebral. We can assume, however, with con- 
fidence that most music has an expressive purpose and does 
indeed excite feeling and that both absolute and referential 
meanings do exist in music. 

A brief summary of the general nature of meaning may serve 
to clarify these two types of musical meaning. Meaning of all 
kinds occurs as the result of a relationship among three ele- 
ments in a situation, the stimulus, the consequence of the stimu- 
lus, and the observer reacting to the stimulus. The consequence 
indicated by the stimulus may be of the same kind as the 
stimulus, or the two may differ in kind. When, for example, 
the stimulus, thunder, indicates the consequence, rain, both 
are of the same kind, natural phenomena, and the meaning 
is called embodied. On the other hand, the word fire, serving 
as a stimulus, may be a signal that something is burning. The 
stimulus and the consequence differ in kind; the former is a 
word, the latter an event. This type of meaning is called desig- 
native.* 

Both embodied and designative meaning operate in music. 
From the viewpoint of the absolutist, music has only embodied 
meaning. That is, the musical stimulus or series of stimuli points 
not to any extramusical concept or event but to other musical 
events that are about to happen. “One musical event (be it 
a tone, a phrase, or a whole section) has meaning because it 
points to and makes us expect another musical event.” 5 

Meyer has shown that embodied musical meaning grows out 
of expectation. If we learn as a result of musical experience 
to expect a more or less definite musical consequence to a musi- 
cal stimulus, the stimulus has embodied meaning. If, on the other 


* Ibid., p. 35. 
5 Ibid., p. 35. 
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hand, a given musical stimulus arouses no expectation owing 
to lack of experience or an attitude of indifference to the stimu- 
lus on the part of the observer, the stimulus can have no em- 
bodied meaning.® 

Music also has, for many people, designative meaning of 
different types. This happens when a musical stimulus points 
to a consequence that is not a musical event but an event or 
concept of an entirely different order. Music may have meaning 
as a result of private associations that the observer makes between 
the music and a memory, a feeling, or an image. For example, 
an observer in the presence of a particular piece of music may 
associate the piece with a memory of his childhood, be affected 
by the association, and impute meaning to the composition. 
There is no essential relationship between the form and content 
of the music and the character of the association. The music 
is a stimulus for meaning, but the meaning is not musical; it is 
extramusical. The unfolding of the musical idea makes little 
or no difference. The nature of the meaning and the affect are 
determined by the “subjective content of the individual mind.” 7 

Everyone probably makes associations of this kind more or 
less frequently, and the result can often be highly affective 
experience. There is nothing wrong with such extramusical 
associations; they are probably natural and, in their proper place, 
desirable. They are not musical responses, however, and provide 
no basis for the development of musical responses to music. 
Meaningful extramusical responses can rarely be passed on from 
one person to another owing to differences in past affective 
experience. 

Associations of another type are those shared by a group or 
culture.® For example, the slow march in a low pitch range has 
developed for most people in the Western world an association 

* Ibid., pp. 43-82. 


"Ibid., p. 258. 
* Ibid., pp. 258-266. 
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with death and grief. Likewise, an individual instrument, type 
of musical organization, or even a single composition may de- 
velop direct associations within a culture. Witness the common 
association of the oboe with pastoral scenes and the marching 
band with patriotic fervor and a martial spirit. Especially un- 
fortunate associations have occurred in the present day between 
the “William Tell Overture” and the Lone Ranger and be- 
tween the sentimental words used in popular songs based on 
serious music and the serious music itself. Other associations 
arise as the result of the similarity between musical sounds 
and natural sounds such as the wind, thunder, and the cry of 
a person under emotional stress. 

Faced with these different types of meaning arising from 
music, the music educator must choose which kind of meaning 
he is going to emphasize in the music-learning situation. Many 
music educators give primary emphasis to referential meaning 
and extramusical concepts. Such an emphasis has led to the 
presentation of a preponderance of programmatic music and to 
unduly detailed attention to the program. Other common 
teaching devices which point to referential meaning include tell- 
ing fanciful stories about all kinds of music, giving verbal 
descriptions of moods and images to be associated with composi- 
tions, connecting rhythmic movement with characteristic ani- 
mal movements (“This music goes like an elephant.”), teaching 
sentimental words to the melodies of great music, striving for 
specious correlations, and so on. These represent sincere but 
largely misguided efforts to reveal the meaning in music. They 
are based on the erroneous notion that children and untutored 
adults lack the capacity for finding abstract embodied meaning 
in musical experience and that they require mental hooks in the 
way of vivid images or concrete connotations to gain meaning 
from music. 

If it could be established that learning extramusical meaning 
represented a first step leading to the apprehension of musical 
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meaning, such efforts would be justified. This is not the case, 
however, for emphasis on extramusical meaning inevitably 
leads away from the music itself and musical meaning. 

We have stated our conviction that music education should’ 
be primarily aesthetic education. An essential corollary of this 
belief is that music education should give primary attention to 
developing students’ ability to perceive musical meaning. 


THE ROLE OF PERCEPTION IN MUSICAL LEARNING 


Perception is defined as an act by which meaning is gained 
from the sensory processes while a stimulus is present. Musical 
perception is the act of gaining meaning in the presence of mu- 
sical stimuli. Perception is closely related to learning, but they 
are not the same process. Perception operates in learning, and 
learning affects all subsequent perception; but learning by 
definition includes more and goes further than perception. 
Meaning is central to both perception and learning. The differ- 
ence between the two processes lies in the mode by which the 
mind treats meaning. 

Perception results in the formation of concepts. The data re- 
ceived by the senses are supplemented, interpreted, and given 
meaning as the mind reacts to the sense impressions in terms of 
past experience, the present situation, and the purposes or goals 
with which the subject identifies himself. 

Musical perception results in the formation of musical con- 
cepts. For example, when a child perceives meaning in a song, 
the primary concept has to do with the expressive purpose of the 
song as a whole. Apprehension of the melody, the rhythm, the 
harmony, and the form results in the formation of concepts of 
melodic shape, rhythmic and harmonic movement, and struc- 
ture, Concepts which emerge from a child’s experiencing one 
song may be clarified and applied as he experiences other songs 
and other types of music. The result is more efficient apprehen- 
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sion of musical meaning in subsequent musical experience, and 
generalized concepts of musical meaning and musical elements 
gradually emerge. M 

Perception of musical meaning results from awareness and 
responsiveness to the undulations between intensity and release 
embodied in tonal and rhythmic movement. Musical meaning 
arises from musical stimuli when the musical observer—listener, 
composer, or performer—perceives the tendencies activated by a 
musical stimulus, becomes aware of inhibitions of tonal tend- 
encies, has expectations of the way in which the intensity 
aroused by the inhibition of tendencies will be resolved, and, 
finally, is aware of the actual resolution of the intensity. 

Before an observer can find musical meaning in musical ex- 
perience he must have knowledge of the musical stimulus and he 
must respond to it. He must “experience the primary illusion, 
feel the consistent movement and recognize at once the com- 
manding form which makes the piece an inviolable whole.” ° 
Meyer describes two kinds of expectation in musical percep- 
tion: one growing out of the mode in which the mind organizes 
and groups data, the other based on learning. Although the 
mind always tries to fill in structural gaps, knowledge of what 
constitutes a gap depends upon experience with a given style 
system.!° This knowledge is gained through feelingful experi- 
ence with expressive music on a developmental level appropriate 
to the learner. This experience may be had through singing, 
playing, listening, and creative musical expression. Through 
musical experience the learner must develop awareness of the 
modes of arousing tendencies, expectations, inhibition, and res- 
olution acceptable within a given style system. 

This is exactly what should happen to children during their 
first experiences with music. They should become aware of the 


? Susanne K. Langer, Feeling and Form, Charles Setibner’s Sons, New York; 53, 
p. 147, à; 3 st 
1 Meyer, op. cit., pp. 43-44. 
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movement of the commanding line of musical compositions as 
it moves from the initial idea to the consequence of the initial 
motif, They should become aware of the expressive function of 
departures from and the return to the original idea. Out of this 
type of awareness expectations develop within each style system. 

A simple example may serve to clarify this process, Suppose 
a class of young children is singing “Twinkle, Twinkle, Little 
Star.” After hearing it sung and learning to sing it with ex- 
pression consistent with its structure they become aware that 
the initial idea, “Twinkle, twinkle, little star,” arouses an 
initial intensity which is resolved by the consequence, “How I 
wonder what you are.” They become aware of the intensity 
generated in the motif and expect some movement to resolve 
it. The departure, “Up above the world so high, like a diamond 
in the sky,” likewise creates a new level of intensity calling for 
resolution which is brought about by the repetition of the first 
phrase of the song. 

Thus the children not only learn to sing a song and perceive 
the meaning of the words; they also develop awareness of tonal 
movement from intensity to release and expectations that in- 
tensity will occur both within the phrases of the song and 
within the total song, and they begin developing expectations 
of the ways in which tension may be achieved and resolved. In 
short, they begin to develop responsiveness to the expressive im- 
port of the song and to form essential musical concepts. 

The difficulty with much beginning learning in music is that 
the development of expressive awareness and tonal expectations 
is neglected. The pitches and rhythm may be learned correctly, 
and the meaning of the words may be perceived, but the af- 
fective nature of musical expression elicits little response and 
remains unperceived, 

The learner can perceive musical meaning only when his mu- 
sical experience, either as listener or participant, takes place in 
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a musically meaningful and expressive context. It is, therefore, 
essential to use actual music with true expressive value and 
highly expressive performance, by the teacher, by the learner, 
and from recordings. Musical perception takes place when the 
learner sings or plays with an affective response and when he 
listens delightedly to artistic performances of songs and instru- 
mental compositions within the range of his perceptive capacity. 

Once the beginning learner has gained the “big idea” of the 
expressive quality of music and the nature of musical meaning, 
he is ready to extend his musical experience to larger forms, 
new and more complex styles, and more subtle examples of mu- 
sical expression. He is likewise ready to begin to learn musical 
information and musical skills and to develop musical under- 
standing. 

The crucial point is that he become responsive to the expres- 
sive value of music and perceptive of musical meaning. Percep- 
tion of the verbal content of songs, perception of extramusical 
meaning, and the attainment of superficial knowledge and me- 
chanical skill can never substitute for musical perception. 


THE PRODUCTS OF MUSICAL LEARNING 


Learning leads to changes in behavior, and any analysis of the 
learning process must give attention to the types of behavior 
involved and the kinds of changes desired, The present authors 
have indicated their belief that the music-education program 
should have as its principal focus the development of a musi- 
cally educated person. Analysis of the behavior of such a per- 
son reveals that he exhibits several different kinds of behavior. 
He is highly responsive to music; he has musical understanding 
essential to the solution of musical problems he is likely to en- 
counter; he has a rich fund of knowledge about music; he has 
developed performance and listening skills; he has positive atti- 
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tudes toward music and music making; he has developed sound 
and efficient musical habits. 

All these behaviors result from musical learning. The fol- 
lowing section has as its purpose the definition of the areas of 
musical learning and the clarification of the learning products 
of a musical education. 


Musical Appreciation 


Appreciation is defined as the apprehension and enjoyment 
of the aesthetic import of music. Appreciation includes feeling- 
ful responsiveness to all the expressive elements of music such 
as rhythm, harmony, melody, texture, timbre, tonality, form, 
and phrase line. To appreciate music is to perceive its embodied 
meaning, to become immersed in the unfolding and develop- 
ment of the musical idea. Appreciation requires awareness of 
tonal motion and tonal tendencies, the development of expecta- 
tions in the presence of musical stimuli, sensitivity to the in- 
hibition of tonal tendencies, and finally awareness that one’s 
expectations have been either fulfilled or denied. The basis for 
the development of appreciation lies in the cultivation of sen- 
sitivity and responsiveness to the consistent movement of music, 
to the undulations between intensity and release, and to the ex- 
pressive import of the moving line in music. 

The term appreciation is used and defined here with full 
cognizance of the confusion of meaning associated with it. Ap- 
preciation regrettably has come to be associated principally with 
listening and the “music appreciation” class. Appreciation oper- 
ates in listening but it is also present in artistic musical per- 
formance, ranging all the way from the beautiful singing of an 
elementary school general music class to the highly developed 
artistry of the concert performer. 


“This discussion parallels closely the analysis presented in Charles Leonhard, 
“Evaluation in Music Education,” Basic Concepts in Music Education, National Society 
for the Study of Education Fifty-seventh Yearbook, Chicago, 1958, part I, pp. 322-333. 
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Musical Understanding 


Musical understanding is defined as the ability to bring ac- 
cumulated musical learning to bear on the solution of musical 
problems. It involves the purposive use of information, skills, 
appreciation, and conscious intellection in such musical en- 
deavors as listening, performance, composition, improvisation, 
and music reading. The principal ingredient of musical under- 
standing is the ability to apply consciously one’s knowledge of 
and sensitivity to embodied musical meaning, musical structure, 
and musical style to all types of musical experience, It seems 
evident that the development of musical understanding, along 
with the development of musical appreciation, represents a 
major cornerstone of any serious program of music education. 

The nature of musical understanding may be clarified by 
some examples. An understanding listener, when confronted 
with a contemporary sonata, brings to bear on his perception of 
the new sonata his accumulated insight into musical meaning in 
general, into sonata form, and into contemporary techniques of 
musical expression. His understanding enables him to follow 
the line of the composition and to perceive its expressive con- 
tent. The listener who lacks understanding, even though he 
appreciates traditional serious music, may anticipate hearing 
traditional harmony, texture, and other stylistic characteristics 
he has come to expect in music and, in their absence, may reject 
the new composition completely. 

Likewise, a child lacking in musical understanding may be 
able to improvise an accompaniment or add a part to a given 
melody which harmonizes agreeably, but his creative effort may 
be inconsistent with the style of the melody and add little or 
nothing to the expressive effect, Musical understanding, on the 
other hand, would enable him to secure an expressive melodic 
line, rhythmic and melodic variety, and a harmonic structure 
consistent with the style and expressive intent of the melody. 
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Musical understanding should not be considered as unique to 
higher levels of musical accomplishment. It can and indeed 
should come into play at every level of music education. For , 
example, children in the primary grades need a basic level of 
understanding to develop tasteful and expressive rhythmic ac- 
companiments for songs. An understanding of phrase structure, 
of the relationship between phrases, and of the expressive intent 
of a song enables children to develop an accompaniment which 
enhances the musical and expressive worth of the song rather 
than mechanically beating time as is so often the case. 

Understanding results from perception of musical relation- 
ships, the clarification of musical concepts and the application 
of those concepts to interesting and intelligible musical prob- 
lems. The importance of this phase of musical learning cannot 
be overemphasized. 


Musical Knowledge 


Knowledge or knowing is a construct (a complex image or 
idea resulting from a synthesis by the mind), while recall or 
recognition is the overt behavior from which we infer the pres- 
ence or absence of the construct. Knowledge about music, when 
properly associated with the development of musical apprecia- 
tion, understanding, and skill, represents an important facet of 
musical learning. Knowledge and information not related to 
the expressive meaning of music, like most isolated information, 
have only transient meaning and are very likely to be forgotten. 

Knowledge about music may be extrinsic or intrinsic to mu- 
sical understanding and appreciation. Much of the information 
included in program notes, record covers, and music apprecia- 
tion courses is not directly relevant to these behaviors but aids 
“appreciation by strengthening belief and creating a willing 
attitude” * in the listener or performer. Thus, information 
about the composer’s life, the circumstances and reception of 

Meyer, op. cit., p. 76. 
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the first performance of a work and so on, although not essen- 
tial to musical understanding, does have a place in musical 

_ learning. It must be emphasized, however, that such knowledge 
is a means to the learner’s heightened receptivity and not an end 
in itself. The utility of testing such knowledge is thus open to 
serious question. 

Intrinsic knowledge includes information on the nature of 
musical materials, knowledge of musical form and musical 
styles, or knowledge of the descriptive program used by a com- 
poser for a given work. Such knowledge is essential to musical 
understanding and properly merits greater emphasis in music 
education than extrinsic knowledge. 


Musical Skills 


Although musical skill is often considered synonymous with 
musical technique, the present analysis of musical learning is 
marked by a broader conception of skill, encompassing skills 
of listening, performance skills, and music reading. Each aspect 
of musical skill is considered in turn. 

Skills of Listening. The listening activity frequently goes no 
further than the development of a pleasurable response to mu- 
sic. The listener learns to enjoy rich tone quality, a pleasant mel- 
ody, or an exciting rhythm, Gurney has called this level of 
hearing “indefinite.” * A listener on this level may supplement 
his musical response with an extramusical response if the music 
stirs his imagination or arouses a series of images or memories. 

Hearing of this type represents a point of departure for 
musical Jearning, but we must go further than this. Listening 
should always be pleasurable, but it should lead to the develop- 
ment of the ability for tonal thinking. The skilled listener has 
learned to discriminate in matters of melody, rhythm, and 
tempo and to apprehend large tonal patterns. His listening skill 


18 See Max Schoen, The Understanding of Music, Harper & Brothers, New York, 
1945, pp, 82-84. 
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includes awareness of tonal progression, sequence, phrase, motif, 
and contrast. He experiences tonal and rhythmic movement in 
relation to what follows and what precedes. He has expectations 
of what is to happen tonally and realizations of what has hap- 
pened. He hears melody not in isolation but in relation to har- 
mony and texture. He anticipates the resolution of dissonances, 
perceives changes in tonality, and discerns the structure of com- 
positions. These represent desirable and attainable listening skills 
which can contribute to musical appreciation and under- 
standing, 

Listening is viewed by some as a passive, nonparticipative 
activity quite discrete from other types of musical experience. 
Our conception of listening is that it should be an active per- 
ceptual process, rewarding in its own right but also integral to 
all musical activity—playing, singing, and composing. Listen- 
ing is the basic musical activity and it rightly pervades all 
others. 

Skills of Performance. Mursell identifies two problems in 
learning performance skills, the problem of control and the 
problem of action pattern, and rightly holds that the key to 
both lies in the “musical intention, the musical conception to be 
realized.” ** 

Musical understanding, appreciation, and listening skills are 
basic to the development of performance skills. Mere proficiency 
or technique, however fluent, cannot function expressively 
without these basic learnings. 

The focus of all efficient learning of performance skill and of 
good technical practice is upon the musical meaning one desires 
to express, the musical goal he has in view. This means that the 
learner must begin performance-skill development with the 
clearest possible conception of his expressive purposes and shape 
his technique in terms of those purposes. 


“James L. Mursell, Education for Musical Growth, Ginn & Company, Boston, 
1948, p. 221. 
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Learning of performance skills should be problem-centered, 
and the logical problem is a piece of music the learner desires 
to perform. The learning should begin with an aural concept 

` of an expressive performance of the piece he wishes to play or 

sing. To establish this concept the beginner usually needs to 
hear a fine performance of the piece by his teacher or from 
recordings. The more mature musician may begin by hearing 
such a performance, but he refines his conception, and may 
initiate it, by studying the score and applying his musical un- 
derstanding to the problem. 

When the aural concept is established, the learner begins 
work on the essential movement patterns. He plays the piece 
through and discovers the moyement problems. With his mu- 
sical conception as the guiding force, he gradually shapes his 
movement pattern to achieve his musical intentions, Through 
analysis of difficulties he encounters and the practice necessary 
to overcome them his movement patterns gradually become 
precise and controlled. Practice materials are taken directly 
from the music, and any passage presenting a movement prob- 
lem provides the material for practice. The movement problem 
is identified, analyzed, taken out of context, practiced on, and 
placed back in context, always with the purpose of achieving 
an expressive musical result. This is the essence of meaningful 
learning of performance skills. The essential point is that learn- 
ing performance skills proceeds best when approached as con- 
scious exploration of an intelligible problem of musical expres- 
sion rather than as routine repetition of movement patterns 
isolated from musical expression and devoid of musical meaning. 

To apply this concept of learning to beginning instrumental 
instruction, the proper approach is through an easy melody the 
pupil knows and likes. Through his own singing and through 
hearing the instructor play the melody, he arrives at a concep- 
tion of the expressive purpose of the melody. He develops con- 
cepts of its tonal and rhythmic movement, its melodic shape, 
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the tone quality of the instrument, and so on. He explores the 
instrument, and with the guidance and example of the in- 
structor he gains a basic concept of how to hold the instrument 
and how to produce tone. He does not strive for perfection in 
these areas, but as soon as possible he begins to play the melody. 
His early playing is inevitably crude and inaccurate, but he 
reflects on each trial to discover what the difficulty is, Passages 
giving him trouble serve as the source of practice material. He 
constantly goes back to the music to clarify his expressive in- 
tentions, and, with his ear and his musical intentions serving as 
a guide, he gradually achieves accuracy, fluency of movement, 
and expressive results. 

Music Reading. The skill of music reading, a species of per- 
formance skill, is properly considered as an outgrowth of musi- 
cal responsiveness and musical understanding. The development 
of the skill depends upon awareness of tonal and rhythmic 
movement in music and the development of concepts of tonal- 
ity, of the tendencies of chords and tones, of the meaning of 
notational symbols, and of the relationship between the symbols 
and the sounds they represent. Like all musical concepts these 
emerge gradually out of varied musical experience. In early 
study they are clarified by general analysis and application to 
the score, Later come specific analysis and application, followed 
by extensive and more precise experiences in converting nota- 
tional symbols into the tonal and rhythmic movement they 
represent. 

To illustrate the learning process in relation to music read- 
ing, the following two paragraphs describe learning activities 
and results appropriate to the general and specific phases of the 
learning process. The description is limited to the development 
of tonal concepts, but the process is applicable to the develop- 
ment of rhythmic and structural concepts as well. The use of 
tonal concepts for illustrative purposes does not imply that each 
type of music concept should be approached separately. Tonal, 
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rhythmic, structural, and interpretive concepts reinforce one 
another, and their development should proceed hand in hand. 
Specific attention to a single concept is, of course, appropriate 
when a problem requiring such specificity arises. 

To develop tonal concepts essential for music reading, a child 
should sing and hear many songs and instrumental melodies. 
Under the guidance of a skilled teacher, he learns to recognize 
repetition and contrast in melodic patterns. He becomes aware 
of the presence of active tones and rest tones in the songs he 
hears and sings and of the tendency of melodies to end on the 
tonic tone. He learns to hear and to sing the resolutions of active 
tones in the scale. Through hearing chordal accompaniments to 
his singing, playing accompaniments on the Autoharp, and 
vocal chording, he likewise becomes aware of the sound and 
tonal tendencies of the fundamental chords. He follows the 
notation of the song he sings and hears and arrives at a general 
understanding of the function of notation. He realizes that the 
direction of the notation and that of the melody coincide and 
that skips, steps, and repeated tones differ from one another in 
both sound and notation. These are desirable representative re- 
sults of the general phase of learning. 

In the more specific phase he learns to sing the roots of the 
I, IV, and V7 chords, to sing the chords in arpeggios, and to 
name the chords. He sees the arpeggiated chords on the black- 
board and discovers them in the notation for melodies he sings 
and hears. He has practice in setting up the tonality by singing 
the roots of the I, IV, and V7 chords. He plays, sings, and . 
writes the scale in various keys and discovers the need for and 
the function of the key signature. He learns to interpret the 
key signature and to establish the key from the sounded key 
tone. He learns to relate tonal patterns in melodies he hears, 
sings, and reads to the tonality and to the tones of the funda- 
mental chords. Finally, he has extensive practice in reading easy 
songs which contain tonal patterns familiar to him. As he en- 
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counters unfamiliar tonal patterns, they are, in turn, differen- 
tiated from and related to the familiar patterns. 

The complex conceptual framework which music-reading 
skill requires is best developed through singing, playing, and 
listening to actual music, with increasingly specific emphasis on 
hearing tonal and rhythmic patterns and relating those patterns 
to their notational equivalents, and through extensive experi- 
ence in reading. 


Musical Attitudes 


Attitudes are defined as general emotionalized reactions for 
or against a thing. They may be positive or negative, with in- 
tensity ranging all the way from strongly for to strongly 
against. Attitudes affect the efficiency of all learning, since they 
form a basic part of an individual’s readiness to learn. A stu- 
dent with a negative attitude toward music is certain to make 
little or no progress in learning music unless his attitude can be 
changed. Musical attitudes are learned, and a change in attitude 
represents a change in behavior. 

Musical attitudes are acquired through four major means. 
These include, first, long exposure to cumulative experiences 
which influence the individual. For example, a student whose 
musical experience has resulted in pleasure, satisfying accom- 
plishment, and approval from his peers and parents is likely to 
have a highly favorable attitude toward music. If, on the other 
hand, lack of success, frustration, and ridicule from parents or 
peers have attended his musical experience, a negative attitude 
is equally probable. 

A second way in which musical attitudes are acquired is 
through a vivid or traumatic single experience. For example, the 
attitude of a student formerly indifferent to music may be 
transformed by attending an exciting, affective performance by 
a fine artist, by performing under a highly inspirational con- 
ductor, or by appearing with success and acclaim in a public 
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recital. Another student may develop negative attitudes toward 
music as a result of an embarrassing debacle in public per- 
formance. 

Attitudes are also acquired as a result of emulation of a per- 
son or an organization. For example, a child is likely to reflect 
the attitudes which his parents or other persons he admires hold 
toward music. Likewise, a band member in a school where the 
lack of cooperation and mutual regard between the band and 
vocal departments generates competition and antagonism is 
likely to have negative attitudes toward vocal music. 

Finally, attitudes are formed through association. If a person 
likes or dislikes one factor in a situation, the entire situation 
may assume similar coloration. For example, as a result of per- 
sistently unrewarding experience with sol-fa syllables in a gen- 
eral music class, a student may develop a negative attitude 
toward the class, even though he may have found some of his 
class experiences rewarding. Similarly, through association a stu- 
dent’s attitude toward music may reflect his like or dislike of 
the music teacher. 


Musical Habits 


Musical habits imply active musicianship which eventuates in 
musical independence. A person who has developed sound mu- 
sical habits does things with and about music. He has a consum- 
ing interest in music and has gained the knowledge, under- 
standings, skills, and other musical competencies which enable 
him to further pursue musical learning on his own and to take 
responsibility for shaping and enriching his own musical ex- 
periences. 

Good musical habits develop in music learning situations in 
which the student has the opportunity to explore music on his 
own, to exercise his musical preferences, to initiate musical 
projects, and to analyze his own musical problems and work 
toward their solution. The development of worthwhile musical 
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habits requires interest in and responsiveness to music, coupled 
with a broad base of musical competencies. 

Musical habits should not be thought of as an end product 
which emerges full-blown only after a long period of study. 
Their development is a continuous process which has its begin- 
nings in the child’s early, uncomplicated musical experiences, 
and we should encourage initiative on the appropriate level from 
the very beginning of music study. As the child’s musical re- 
sources grow, his habits are broadened in scope and refined. As 
he matures personally and musically, he develops ever-greater 
measures of musical independence. 


MATURATION AND MUSIC LEARNING 


Maturation associated with age is commonly accepted in both 
learning theory and learning practice. Ordinarily a child of 
three is not expected to ride a bicycle, use a typewriter, or play 
the piano, but such accomplishments are commonplace for ten- 
or twelve-year-olds. Occasionally a three-year-old may learn 
very easily to perform these feats, and most children could do 
so to a degree at the age of three with extraordinary amounts of 
practice. It is usually more efficient, however, to delay these 
learnings until the child has reached the age and maturational 
level which enable him to attain them with greater ease and 
much less practice. 

Wheeler developed a gestalt theory of learning with a strong 
biological emphasis which attributed all behavior to growth. 
His theory implied a principle which has been called stimulation- 
induced maturation.” The term refers to a kind of maturation, 
in addition to age maturation, “a supplementary growth process 


% Raymond H. Wheeler, The Science of Psychology, Thomas Y. Crowell Company, 
New York, 1929. 

Leon R. Doré and Ernest R. Hilgard, “Spaced Practice and the Maturation 
Hypothesis,” Journal of Psychology, 4:245-259, 1937. 
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induced by the conditions of stimulation.” ** The second type 
of maturation depends upon experience in a stimulating en- 
vironment and may be called experiential maturation or simply, 
for our purposes, musical maturation. 

Both types of maturation are important in musical learning. 
Age maturation must be taken into account, for example, in de- 
ciding when a child should begin the study of a standard musi- 
cal instrument. Playing such an instrument well requires a high 
level of muscular coordination and control, and efforts to learn 
to play an instrument before such over-all control is well estab- 
lished can only demand a quantity and intensity of practice in- 
consistent with accomplishment. The easy-to-play instruments 
which require less precision and control are highly appropriate 
for young children, and most or all of the values achievable in 
the early years through playing instruments can be achieved on 
the Autoharp, tone bells, song flutes, recorders, and other easy- 
to-play instruments. 

Of equal importance is musical maturation. Musical matura- 
tion results from a child’s undergoing a variety of rewarding 
musical experiences focused on the development of musical re- 
sponsiyeness and musical understanding. The outcomes of this 
experience should be the apprehension, naming, and gradual 
clarification of significant musical concepts—rhythmic, me- 
lodic, harmonic, structural, notational, and so on. Beginning 
specialized musical instruction before a child has a background 
of such concepts places an unnecessary burden on both the child 
and the teacher and makes significant progress in musicianship 
and musical playing highly unlikely. 

Many problems in musical learning arise through pupils’ lack 
of musical maturation, For example, the presence of nonsingers 
in the early grades is most often due to the children’s lack of 
previous stimulating musical experience and not to faulty na- 


Ernest R. Hilgard, Theories of Learning, Appleton-Century-Crofts, Inc., New 
York, 1948, p. 238. 
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tive musical endowment. Such children, for the most part, 
simply have not developed an adequate comprehension of me- 
lodic shape and the coordination necessary to produce vocally 
the sounds they hear. The teacher’s clue in these cases is not to 
consider the children as problem cases and launch into individ- 
ual remedial work; such a procedure is likely to compound the 
difficulty. He should, on the other hand, arrange for the chil- 
dren to have, as part of the total group, varied tonal experience 
in which they can participate wholeheartedly, with pleasure and 
without embarrassment. As a result of this musical stimulation 
they will gradually acquire a more adequate comprehension of 
pitch differences and of the melodic contour of songs and will 
learn to sing on pitch, 

The high school instrumentalist who plays “mechanically” 
may have a faulty comprehension of musical expressiveness; the 
percussionist who fumbles an intricate rhythmic pattern prob- 
ably does not feel the basic rhythm; and the child-prodigy 
pianist who has startling technique but fails to communicate 
musical meaning usually lacks musical understanding. All these 
kinds of problems are the result of insufficient or one-sided mu- 
sical maturation. Their solution lies not in tedious mechanical 
drill on an isolated problem or skill but in clarifying the musical 
concept involved through varied musical experience appropriate 
to the learner’s level. 

Closely associated with the concept of maturation is the con- 
cept of readiness which has been employed with excellent effect 
by language-reading experts. They have developed reading- 
readiness materials and tests of reading readiness to a high level. 
Their success has led some music educators to adapt the concept 
of readiness to music reading. The general idea is that children 
should have a specified period of general tonal experience during 
which they sing, listen to music, play simple instruments, use 
rhythm instruments, move to music, and so on. After such a 
period the day is supposed to arrive when they are “ready” to 
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read music. At that time, which may vary from the third to 
the seventh grade, some teachers feel impelled to “get down to 
fundaimentals,” which with regrettable frequency means get- 
ting bogged down in routine, mechanical, and superficial drill 
on notational material isolated from music experience. 

There are at least four serious faults with the usual practices 
based on the concept of music-reading readiness. First, since no 
tests or other evaluative techniques comparable to those used in 
language reading are available, no sure way exists to determine 
when a child is ready to read music. Second, the children in a 
given group are unlikely to be ready at anything like the same 
time. Third, the practices fail to take into account the fact 
that musical maturation, like age maturation, is not saltatory 
in nature but a continuous developmental process which pro- 
ceeds gradually from general to specific responses. Fourth, even 
if the children are ready, work with notational materials di- 
vorced from musical experience is unlikely to be rewarding. 

The general music program, properly conducted, provides the 
best means to musical maturation. It should be organized to 
provide varied musical experiences consistent with the children’s 
age and maturational level which lead to broad musical learn- 
ings. The experiences should result in the apprehension and 
gradual clarification of significant musical concepts. At first 
grasp the concepts are inevitably apprehended only vaguely and 
in general terms, but as they are encountered and used again 
and again in continued experience, their meaning is gradually 
clarified and becomes more specific. Thus the pupils grow into 
music reading, instrument playing, listening skills, musical un- 
derstanding, and musical specializations. 

The implications of this position are clear and direct. Both 
age maturation and musical maturation must be taken into ac- 
count in program planning and in devising methods of teach- 
ing. Arbitrarily beginning specialized instrumental instruction 
at one specified grade level is indefensible. Some children have 
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the physical and musical maturity to profit from such instruc- 
tion at a given time, but others do not. The indicated solution 
is to introduce as much flexibility as possible into scheduling 
specialized instruction and to*make the decision for each child 
on the basis of the maturity he has demonstrated in general mu- 
sic experiences. If instrumental instruction can be introduced 
at only one grade level, there is good reason for postponing it 
until the fifth, sixth, or seventh grade, especially if the pupils 
are receiving a valuable general music experience. 

A cyclic approach to planning the music program and to 
music teaching is indicated, Thus a given musical concept or 
piece of musical information is not allotted arbitrarily to one 
grade level to be learned there and no place else. Rather, musi- 
cal concepts, musical information, and musical techniques are 
encountered again and again, and each time they are encoun- 
tered, the teacher assists the children in apprehending them with 
increasing clarity and control. Teaching takes the direction of 
organizing the musical experiences so that the pupils have the 
opportunity to apprehend, name, clarify, and apply musical 
concepts with ever-increasing precision and confidence, 


THEORIES OF LEARNING 


The interest of psychologists in the learning process stems 
from the pioneer work of Ebbinghouse (1885), Thorndike 
(1898), and others. With the publication of his book Animal 
Intelligence ™® in 1898 Thorndike laid the groundwork for the 
theory of learning which dominated American education for 
three decades of the twentieth century and which remains in- 
fluential today. That theory is generally known as connection- 
ism. Other psychologists, including Guthrie, Hull, and Skinner, 
developed learning theories based on stimulus-response associa- 
tion. Some of these theories represented extension and develop- 


“Edward L. Thorndike, Animal Intelligence, The Macmillan Company, New 
York, 1911. (A revision of the 1898 edition.) 
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ment of Thorndike’s work, but others revealed basic disagree- 
ment with him. 

The first theory to threaten the dominance of Thorndike in 
America was the gestalt doctrine which gained influence as the 
result of the publication in English of Koffka’s The Growth of 
the Mind ® in 1924 and Kohler’s The Mentality of Apes *° in 
1925. The former book aimed direct criticism at the concept 
of trial-and-error learning as developed by Thorndike, and the 
latter proposed learning through insight as an alternative to 
trial and error. Many progressive educators readily accepted the 
new theory because of its emphasis on intelligent learning which 
fitted Dewey’s concept that the individual has the capacity to 
define and solve his own problems, Lewin, Wheeler, Tolman, 
and others developed and extended the gestalt doctrine with 
formulations and experimentation of their own. 

Thus a situation arose in which the teacher attempting to 
apply the psychology of learning to his teaching was confronted 
with a confusing array of theoretical positions, many with fun- 
damental differences. Some of the differences have arisen as the 
result of genuine theoretical disagreements, but others are due 
to the development of special terms and concepts and to the 
wide variation in the nature of research problems. 

To reduce the confusion created by the numerous theories 
of learning, Hilgard groups them into two main families and 
designates them as (1) association theories and (2) field the- 
ories.» The association theories include Thorndike’s connection- 
ism,?? Guthrie’s contiguous conditioning, Hull’s systematic 


“Kurt Koffka, The Growth of the Mind: An Introduction to Child Psychology, 
translated by Robert Morris Ogden, 2d ed., Harcourt, Brace and Company, Inc., New 
York, 1928. 

® Wolfgang Kohler, The Mentality of Apes, translated by E. Winter, Harcourt, 
Brace and Company, Inc., New York, 1925. 

*Hilgard, op. cit, p. 9. 

Edward L. Thorndike, The Psychology of Learning: Educational Psychology, 
Teachers College, Columbia University, New York, 1913, vol. Il. 

BE, R. Guthrie, The Psychology of Learning, Harper & Brothers, New York, 1935. 
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behavior theory,?* and Skinner’s descriptive behaviorism.”* The 
field theories include the varieties of gestalt, neo-gestalt, organ- 
ismic, and sign-significate theories developed by Lewin,” Tol- 
man,2? Wheeler,” and others. 

Hilgard admits that his grouping is not completely consistent 
but gives ample justification for it as follows: 


The distinctions between the families are not always sharp 
and there are agreements and disagreements which cut across 
lines, That is, on some specific issues it would be possible to 
find association psychologists on opposite sides of the fence, 
paralleled by field psychologists divided on the same issue. But 
the total picture does not present such confusion. Although 
association psychologists do not comprise a single harmonious 
family, still any one adherent to that position tends to offer 
explanations more like those of another than like the explana- 
tions of any one in the field group. Correspondingly, the mem- 
bers of the field psychology family have in common their op- 
position to associationist conceptions. It is important to under- 
stand this basic cleavage, because there are profound differences 
in outlook despite efforts of eclectics and mediators to'harmo- 
nize the opposing camps.”® 


He cites five issues on which associationists and field theorists 
have different outlooks: (1) environmentalism versus nativism, 
(2) the nature of wholes and parts, (3) reaction versus cogni- 
tion, (4) mechanism versus dynamic equilibrium, and (5) his- 
torical versus contemporary causation. 


* Clark L. Hull, Principles of Behavior, Appleton-Century-Crofts, Inc., New 
York, 1943. 

5B, F, Skinner, The Behavior of Organisms, Appleton-Century-Crofts, Inc., New 
York, 1938. 

Kurt Lewin, Principles of Topological Psychology, translated by Fritz Heider 
and Grace Heider, McGraw-Hill Book Company, Inc., New York, 1936. 

* Edward C. Tolman, Purposive Behavior in Animals and Man, Appleton-Century- 
Crofts, Inc., New York, 1932. 

* Raymond H. Wheeler, The Science of Psychology, 2d ed., Thomas Y. Crowell 
Company, New York, 1940. 

= Hilgard, op. cit., pp. 9-10. Reprinted by permission of the publisher. 
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The positions of both the associationist and field theories are 
opposing but consistent on these issues. Associationists tend to 
attribute more to learning than to native endowment, consider 
wholes in terms of their parts, explain present behavior on the 
basis of past experience, prefer machine models to illustrate the 
laws to be used in psychological explanations, and concern 
themselves with observable reactions in their experimentation. 

Field theorists on the other hand prefer natural endowment 
as explanatory of behavior, give great emphasis to the whole- 
ness of any phenomenon, give greater attention to structuring 
the present field than to past experience, prefer to use natural 
models such as whirlpools or musical melodies in psychological 
explanations, and emphasize cognitive processes and the occur- 
rence of ideation in learning.*° 

In recent years it has been increasingly recognized that the 
conflicts in learning theory have been magnified out of propor- 
tion to their importance. McConnell has emphasized the fact 
that there are several forms of learning which occur in human 
beings and concluded that “we cannot reduce all cases of learn- 
ing to a very few principles (such as the known principles of 
conditioning or the present rubrics of ‘insight psychology’) 
even though that may ultimately be possible, but must retain 
a fairly extensive set of principles to cover a wide variety of 
learning situations.” ** 


PRINCIPLES OF LEARNING 


The purposes of this book do not require an exploration of 
the various theories of learning. We have sought, however, to 
derive from learning theory principles of learning which are 


% These descriptions of associationist and field-theory positions are summarized from 
Hilgard, op. cit., pp. 9-17. 

=T, R. McConnell, “Reconciliation of Learning Theories,” The Psychology of 
Learning, National Society for the Study of Education Forty-first Yearbook, Chicago, 
1942, part II, p. 256. Reprinted by permission of the publisher. 
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especially applicable to learning problems in music education. 
These principles cut across the lines between opposing theories 
but admittedly have a bias in the direction of the field theories. 
These principles are stated and applied directly to musical 
learning. 

1. Efficient learning begins with a compelling and intelligille 
problem. The learner must have a purpose in view if his learning 
efforts are to be more than blind fumbling, and he gains purpose 
when confronted with a problem he desires to solve. Musical 
learning can be no exception to this principle. The problem may 
be playing a piece he wishes, preparing for a recital appearance, 
hearing harmonic changes in a passage which stir his imagina- 
tion, comprehending a chord progression, or mastering a tech- 
nical difficulty in performance. The essential point is that it be 
a musical problem directly related to the beauty and expressive 
import of music. Music itself provides the most meaningful 
context for the identification and solution of musical problems. 
All people have a natural tendency to respond to music, and 
teachers should constantly capitalize on this fact by stressing the 
expressive import and not the bare bones of musical structure 
and technique. 

2. The learner must perceive the relationship between his 
learning experiences and the problem he wants to solve. A 
physician of our acquaintance liked music and wanted to learn 
to play the piano so that he could chord accompaniments for his 
own singing and for family singing. He began private lessons 
with enthusiasm, but his teacher started him with a beginner’s 
piano instruction book which did not include keyboard har- 
mony and which contained no pieces of interest to the adult 
student. The physician practiced faithfully for a while the as- 
signments he was given but was unable to see any relationship 
between what he was doing and the problem he wished to solve. 
The result, not uncommon in all phases of musical instruction, 
was that he soon lost interest and discontinued his lessons. 
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In learning music theory the student must be led to see that 
the skills and understandings he acquires are applicable to the 
refinement of his musical behavior. Likewise, the student prac- 
ticing studies and exercises must perceive the relationship be- 
tween his practice and expressive musical results. If this is not 
so, both phases of music study inevitably become sterile, routine, 
and monotonous and have little meaning for the student. 

3. Motivation is central to efficient musical learning. Incen- 
tives, interest, pressures, purposes, recognition, and rewards are 
all involved in motivation. Musical learning has an abundance 
of sources of motivation. These include basic human responsive- 
ness to music, the emotional satisfaction that comes from musi- 
cal participation, the possibilities for demonstrable progressive 
success, and the almost universal social approval accorded mu- 
sical accomplishment. 

Motivation may be either extrinsic or intrinsic to music. Ex- 
trinsic motivation is not directly connected with music and 
includes rewards such as gold stars on the pages of an instruction 
book, the desire for recognition and approval from parents or 
peers, the desire to become a member of a musical group, and 
so on. 

Intrinsic motivation depends upon the satisfaction and pleas- 
ure that come from music itself, An excellent illustration of 
intrinsic motivation is the third grade boy who loved the music 
period and said to his teacher, “Music is the joyfullest time of 
all.” Intrinsic motivation is the most valuable and should be 
sought, but extrinsic motivation is extremely valuable especially 
at the beginning of specialized music study. 

Success provides motivation of the highest quality and in- 
tensity. The pupil with musical goals that are achievable but 
challenging, who achieves regular success with music, who re- 
ceives praise for his efforts, and who develops confidence in his 
musical abilities inevitably has a high level of motivation. 

The level of goals is a crucial item in motivation. Goals that 
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are too high and remote result in discouragement; too low goals 
bring about inertia and boredom. 

4. Learning depends upon impressions received by the senses. 
In musical learning, hearing, sight, and kinesthetic feel are all 
involved. It appears obvious that hearing merits primary em- 
phasis, but much musical learning is carried on without suffi- 
cient attention to musical hearing. Aural awareness is the key 
to all musical learning, and the music-learning situation should 
be constantly focused on ear training. Sight and kinesthetic 
feel are important but properly come into play only after aural 
concepts are well established. 

5. Provisional tries must be made in musical learning. The 
learner needs the opportunity for provisional tries once he 
knows what he is trying to do. It should be recognized that he 
is likely to make more wrong tries than right ones, but he 
profits from his tries only if he has a conception of the musical 
effect he is trying to achieve. Learning proceeds from crudeness 
to precision, and it is a mistake to break patterns up into mean- 
ingless bits so that the learner can achieve perfection at the be- 
ginning. The pattern for efficient musical learning is (a) an 
aural concept of what is to be achieved, (b) provisional tries, 
(c) reflection on what is right and what is wrong, and (d) a 
decision on changes to be made in the next tries. 

6. The perfection of complicated skills requires correct forms 
of movement established by practice. Practice is essential to 
the development of performance skills, but a great deal of prac- 
tice that music pupils engage in results in little learning. Prac- 
tice is frequently carried on for long periods with no notion of 
its purpose, and repetition without learning is all too common. 

A problem of musical expression should initiate the develop- 
ment of technique, and the best technical practice is carried on 
in a context of actual music. Once problems of technique have 
been identified and understood, practice materials may be taken 
from the piece in which the problem occurred or occasionally 
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from a book of studies. The value of a beginning student’s go- 
ing through an entire book of exercises, however, is open to 
serious question. Technical problems are solved through analysis 
and understanding, not through blind mechanical practice. 

Practice is likely to result in learning if the following condi- 
tions are present: (a) the learner sees the problem; (b) the 
learner is conscious of the need for practice; (c) the practice 
material is directly related to the problem; (d) the practice is 
characterized by reflection, self-criticism, and further reflection; 
and (e) the learner participates in the selection of practice 
material. 

It is obvious that a good deal of what passes for music practice 
does not fulfill these conditions. 

Frequent short practice periods are likely to be more econom- 
ical and efficient than long periods. The period may profitably 
be lengthened as the learner matures, but practice should never 
be carried on to the point where the pupil has difficulty main- 
taining interest and concentrating his attention. Too long prac- 
tice periods bring on fatigue, boredom, and repetition without 
learning. 

Meaningful practice is characterized by purposive and goal- 
directed work on an intelligible musical problem. It is nothing 
more nor less than an intensive individual learning experience. 

7. Musical learning has a sequence of synthesis-analysis- 
synthesis. Efficient musical learning is always directed at a 
musically intelligible whole, not toward the bits and pieces of 
musical structure, musical technique, or musical experience. 
Once a concept of the whole has been established, there begins 
the analysis phase during which the parts are differentiated in 
relation to the whole. This, in turn, leads to a reorganization or 
restructuring of the whole. As this process is repeated, concepts 
of the whole, the parts, and the interrelationships among them 
are clarified, 

For example, in learning a new song by rote children should 
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first grasp the expressive intent of the song. They hear the 
song, become aware of the general contour of the melody, and 
try to sing it. With repeated hearings and further tries at sing- 
ing it they gradually refine their concept of the song. If some 
passages present rhythmic or melodic difficulties, they are taken 
out of context, worked on, and placed back into the context 
of the phrase in which they occur. Thus an accurate and ex- 
pressive performance of the song gradually emerges. 

Similarly, chorus members learning a new composition hear 
a recording of it or listen to the accompanist play it through. 
They get a general idea of its content, its shape, its harmony, 
and its expressive purpose. Then they try to read it through 
with the piano accompaniment. Passages giving trouble are 
singled out for special attention and immediately placed back 
into context. They become aware of the relationship between 
the different vocal parts and hear their own parts in relation to 
the total harmonic and rhythmic flow. Their performance grad- 
ually becomes refined and accurate as their expressive intentions 
and their musical concepts are sharpened and clarified. 

This is in sharp contrast to procedures often followed in 
learning new choral music. Many teachers begin by playing the 
soprano part for the first phrase, having it sung, moving to the 
alto part, then combining the two. Each part is singled out in 
turn and added to the others. The difficulty is that no prelim- 
inary synthesis takes place; the learners haye no concept of the 
whole. 

8. Learning is an active process. Learning takes place only 
through activity by the learner. His activity may be mental, 
physical, or both, but there must be a release of energy directed 
at the learning problem. Efficient musical learning requires ex- 
ploration and discovery of musical meaning by the student. 
The learner must have a sense of personal involvement in the 
learning problem. Many unsuccessful musical learning situations 
are characterized by a passive attitude on the part of the 
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learners. For example, listening lessons often entail great activ- 
ity by the teacher and little by the pupils. As a result the 
teacher may learn a great deal with little or no effect on the 
students. 

9. Learning is highly individualized. The ability to learn de- 
pends upon both native endowment and previous experience 
which make the individual what he is. In every group there are 
wide variations in musical knowledge, understanding, and skill 
and in attitudes and emotions. The same teaching materials, 
teaching methods, and motivating devices cannot work equally 
well with all students. Pressure may stimulate some’students but 
retard others. Recitals and contests undoubtedly are advanta- 
geous for some students but not for others. The clue to the indi- 
vidualization of the learning situation lies in understanding 
each student, his motives, his capacities, his purposes, and his 
personality. 

10. Learning may transfer if generalization takes place. The 
question of transfer is of crucial importance in musical learn- 
ing, because unless transfer does take place, musical independ- 
ence can never result, It is obvious that musical learning does 
occur without transfer. Evidence of this is found in the great 
number of musicians who learn to play a few compositions 
beautifully while under the guidance of a teacher but who are 
unable to prepare a performance independently. Likewise, 
learnings accruing from the music theory class frequently do 
not transfer to a pupil’s performance. Failure to obtain transfer 
often results from undue concern with specifics and details, 
without adequate attention to deriving and applying general- 
izations to all phases of musical experience. 

All musical learning should be focused on pupil development 
and testing of generalizations which can be used in solving mu- 
sical problems. For example, learning in applied music and 
music theory should result in the formation of generalizations 
about interpretation, with reference to such matters as the 
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shape of phrases, resolution of dissonances, and movement 
toward cadences. Likewise, learning in music history should 
result in the formulation of generalizations based on an under- 
standing of musical styles which can be applied to the compre- 
hension and performance of compositions in a wide range of 
styles. 

Transfer of musical learnings results not in student mimicry 
of the teacher or in encyclopedic knowledge but in broad func- 
tional musicianship and musical independence. 

11. Learning is affected by the total environment in the 
learning situation. Physical and social factors have a direct influ- 
ence on the effectiveness of learning experiences. The learner is in- 
teracting not only with the teacher and the instructional mate- 
rials and methods but with the total situation. An attractive, 
well-lighted, comfortable room and good equipment represent 
important factors in efficient learning. The social climate like- 
wise has a potent effect on learning. The learner works more 
efficiently under a cheerful, helpful teacher who shows interest 
in his progress and his problems. A feeling of security and lack 
of tension are important characteristics of a good learning sit- 
uation. 


SUMMARY 


Learning is defined as a problem-centered process in which 
the learner gradually apprehends, clarifies, and applies meaning. 
Without meaning there can be no learning. Music education is 
properly concerned with the explication of musical meaning. 

Music has both embodied (musical) and designative (extra- 
musical) meaning. The latter emerges almost without formal 
musical instruction; the former merits and requires the best 
efforts of music teachers. The perception of embodied meaning 
depends upon development of responsiveness to the undulations 
between intensity and release which take place in tonal and 
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rhythmic movement. This, in turn, leads to the development of 
expectations and understanding of the ways in which intensity 
will be resolved. Musical meaning can emerge only from varied 
experience with actual music performed artistically and ex- 
pressively. 

Musical learning leads to changes in musical behavior. The 
products of musical learning include appreciation, understand- 
ing, knowledge, skills of listening, skills of performance, atti- 
tudes, and habits. 

Age maturation and musical maturation are both essential to 
economical learning of highly specific and specialized musical 
responses, and both must be taken into account in planning the 
music program and perfecting methods of teaching. A cyclic 
approach to program planning and music teaching is indicated. 

Learning theories fall into two main groupings, associationist 
theories and field theories. Since no one theory of learning can 
presently account for all the forms of learning which occur, it 
is essential to develop a set of learning principles which cut 
across the lines separating the various theories, 


QUESTIONS FOR DISCUSSION 


1. How would you define learning? What are its essential char- 
acteristics? 

2. Describe how meaning arises in music. How is it possible for music 
to have extramusical meaning? What are the implications for musical 
instruction? 

3. Describe the expressive qualities which may arise from tonal 
and rhythmic movement. Why is it so important to develop the sense 
of tonal expectation? 

4. What types of behavior result from musical learning? In what 
respect is musical knowledge important? How does knowledge relate 
to musical understanding and appreciation? 

5. Why are listening skills so important in music? How do they affect 
performing skills? In what ways is practice made effective? 

6. What is involved in learning to read music? 
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7. Describe the chief means to the formation of attitudes. Why is 
musical independence so important and how is it achieved? 

8. What is meant by maturation? Is the rate of maturation affected 
by experience? Why must maturation be taken into account in plan- 
ning musical instruction? 

9. Describe the essential differences between field theories and associ- 
ation theories of learning. Can you see how such differences might affect 
the conduct of music teaching? 

10. What is the nature of musical problems? Why are they indis- 
pensable in learning? 

11. Describe several forms of motivation in musical learning. What is 
the best means of motivation? 

12. Illustrate how musical concepts may be formed. 

13. Why is “transfer” so important? How is maximum transfer 
achieved? 
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Chapter 6 
Objectives for Music Education 


Purpose is prerequisite to all learning and progress; human 
beings are purposeful by nature. Music educators as a group 
exhibit this characteristic to a marked degree. They are gen- 
erally resolved to enrich the musicianship of their pupils, to ex- 
tend music’s force in American life, and to strengthen their own 
profession. 

These ends are not likely to be achieved, however, unless ef- 
fort is concentrated upon more specific goals. What charac- 
terizes musicianship? What kinds of musical activity occur in a 
healthful musical climate? Too often the music educator works 
primarily at the obvious and promotional level, forgetting that 
expanding musical organizations and public approbation are 
only signs of more basic accomplishment. 

Truly, objectives should be matters of strong personal con- 
viction, but they must also be a product of wide understanding 
and investigation. This chapter will deal with the nature of ob- 
jectives and their uses. Attempting to avoid the usual general- 
ities, we shall explain the method of forming and establishing 
objectives and shall indicate a pattern appropriate to general 
music and the musical specialties. 
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THE FUNCTION OF OBJECTIVES IN MUSIC EDUCATION 


Objectives are often conceived as highly idealistic statements, 
to be printed as front material in catalogues and brochures di- 
rected toward gullible parents, school boards, and superintend- 
ents. On the contrary, real objectives are the most practical 
tools of the music teacher. They are the foundation of a strong 
and consistent music program; they serve as reference points 
for every professional decision and action. More specifically, 
they serve to (1) assure positive relation of musical instruction 
to the broader aims of the school, (2) form the basis for plan- 
ning educative experiences, (3) control the daily adjustment of 
methods and materials, and (4) provide criteria for evaluation 
of instruction. 


Consistency with Broad Educational Aims 


Broadly stated, the mission of the schools is to assist the indi- 
vidual to live in and deal wisely with his environment and, by 
this means, to strengthen and improve the useful institutions of 
society. In attempting to interpret this mission, educators have 
evolved conflicting philosophies. It must be understood that 
American schools and colleges are not united in pursuit of any 
particular group of objectives. 

Some educators contend that the primary ends of education 
are social; the individual should be equipped with the abilities 
valuable to society. Others believe education should be con- 
ceived in terms of growth in individual capacity. Between these 
two extremes lies the interactive position; its advocates point 
out that education can begin with individual needs and inter- 
ests, but that these are naturally shaped by one’s social par- 
ticipation. 

While presenting many difficulties in application, this last 
position holds the center of the educational scene and is ex- 
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pressed in the objectives outlined by the Educational Policies 
Commission and quoted in Chapter 1. According to this formu- 
lation, a person needs to be mentally and physically alert to his 
environment and its lessons and to possess the necessary tools 
to cope with it; he needs skills and understanding in basic hu- 
man relationships; and he must be prepared to meet vocational 
and civic responsibilities. 

It is immediately apparent that musical activity can help him 
achieve these ends. To name the most obvious factors, musician- 
ship is vitally important to one’s aesthetic growth, emotional 
feelings, and leisure-time activities. 

This, however, represents a roundabout method of identify- 
ing the objectives of music education. Chapter 4 developed the 
thesis that music is a basic phenomenon of man’s life; it is im- 
bedded in our culture, If music educators can develop in their 
pupils a greater responsiveness to this medium, they have at once 
discharged their obligation to the individual, to society, and to 
the schools. Those objectives which may be associated with a 
heightened musicianship will best serve in the curriculum. 

Musicianship is not reserved to the professional musician. 
There are many common musical abilities which are derived 
from universal human nature and which are socially important. 
Everyone hears and reacts to music; the layman establishes 
aesthetic values and develops powers of musical discrimination. 
Because music is so pervasive, society expects of the individual 
some degree of musical understanding and active participation. 
It is the primary function of objectives to define such musi- 
cianship. 


Planning Educative Experiences 


Another basic use of objectives is to provide clues to the edu- 
cative experiences which should form the music program. When 
the teacher fails to understand this connection, his objectives 
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become inert. He merely “sets up shop” and proceeds to apply 
his notions to the operation of the music program. He develops 
the usual musical organizations and activities, schedules con- 
certs and musical productions, and uses musical materials and 
methods of procedure familiar to him. 

There is no guarantee that the objectives will be reached by 
virtue of a well-rounded series of musical activities, compe- 
tently handled. The music program does not actually consist of 
singing, playing, listening, and so on; neither does it consist of 
the music used or the subject matter covered. The music pro- 
gram is the body of individual experiences which the student 
actually undergoes in connection with his active participation, 
and only these affect his behavior. The point is that certain kinds 
of experience are conducive to the production of specific be- 
haviors. Only when objectives are known is it possible to ar- 
range the program realistically and efficiently. 

For example, if the teacher believes a student should know 
music of all styles and periods, this student should be surveying 
the varieties of compositions within the field of music, estab- 
lishing thorough familiarity with individual works, and apply- 
ing the resulting acquaintance with such music. These experi- 
ences can be sought for him in each music class and organi- 
zation, 


Ordering Instruction 


It follows that objectives also provide the basis for the selec- 
tion of subject matter, materials, and methods, In connection 
with the above-named experiences the pupil will find use for 
considerable information about music’s historical development, 
structural patterns, idiomatic usages, and technical problems. 
He will profit from a tasteful and contrasting selection of 
musical materials. The teacher will probably find it necessary to 
deal quite broadly with the music and the student, giving him 
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opportunity to experiment, absorb, and perfect his understand- 
ing. Such is the procedure if the student is to know music of 
all styles and periods. 


Basis for Evaluation 


Evaluation involves gathering data and interpreting it in the 
light of certain criteria, and the only criteria applicable to the 
music program are its objectives. A music program simply can- 
not be judged in terms of the educational qualifications of 
teachers, the excellence of its facilities, or the types of activities 
it sponsors. Instead, it is judged in relation to the objectives, 
that is, in relation to its effect upon the habits and attitudes 
and skills of the students. 

In order to make the evaluation, the active responses of stu- 
dents must be investigated. In relation to their knowledge of 
music of all styles and periods, again, do they show any interest 
or understanding when new compositions are introduced? Do 
they show any initiative in attending recitals or concerts and 
in discussing the numbers? What kinds of recordings and 
radio programs do they select? 

Even more definitive are the activities of graduates, as well 
as any notable changes in the musical habits of the community 
or area served by the school. If a program is to be judged ef- 
fective, a school’s graduates must be markedly more advanced 
than the entrants in relation to the objectives; these gains 
should eventually be reflected in society. 

It should be mentioned here that objectives also affect evalua- 
tion on a different plane. When marks must be given, it is 
common to forget objectives and simply test the student’s re- 
call of what the teacher has said and done. Who then can blame 
the student for assuming that assimilation of this material is 
the true objective? Monroe puts it quite bluntly: * 


1 Walter S. Monroe, “Some Trends in Educational Measurement,” Twenty-fourth 
Annual Conference on Educational Measurements, Bulletin of the School of Educa- 
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There has been much discussion of the importance of teachers 
formulating their objectives, and, in response to the pressure of 
authority, they have spent many hours in formulating lists of 
immediate objectives, that is, the goals toward which the stu- 
dents are expected to direct their efforts. Many of these lists 
merit commendation, but their influence upon students is 
practically nil in comparison with the influence of tests ad- 
ministered. Students direct their efforts toward becoming able 
to respond to the tests they anticipate. 


Such conditions only reflect poor methods of evaluation. 
Properly, each course should have its specific objectives, related 
to those of the entire program, and students can be evaluated on 
those terms. 

It must be remembered that tests are not the only means of 
gathering evaluative data. In determining the student’s under- 
standing of musical interpretation, for example, a great deal 
can be learned from observation. Does the student show any 
independent conception of interpretation as he performs alone 
or in groups? Do the musical markings mean nothing to him, 
does he follow them strictly, or can he truly interpret them 
with taste? In this instance, there is little point in asking for the 
definitions of common musical terms. More reasonable tests can 
be devised, calling for sight reading, conducting, or a critique 
upon some amateur performance. 

It is impossible to escape the necessity for objectives. Unless 
the music program is centered upon them there is no adequate 
means for determining how and what to teach or how well 
the job is being accomplished. Actually, such a formless pro- 
gram is impossible, since teachers automatically and uncon- 
sciously supply their own objectives. If they are wisely formu- 


lated, however, the program can be transformed. 
LER kt SOIR IAT LEP ON a ene a EAP RULE 


tion, Indiana University, 13(4):32, Bureau of Cooperative Research, Bloomington, 
Ind., 1937. 
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FORMULATING OBJECTIVES OF MUSIC EDUCATION 


As the central factor in establishing and operating the music 
program, objectives should be the concern of every music edu- 
cator. Each teacher needs to understand the process of formu- 
lation, for objectives affect every level of the program. The 
best way to ensure their effectiveness is for each teacher to help 
in the definition; he may agree in principle with lists that are 
prepared for him, but these are not so likely to form the actual 
basis for his teaching. As a general principle, objectives should 
be formulated by those individuals or groups which will be 
directly concerned with their application. That is, society and 
the teaching profession establish the broad social objectives; 
specific goals should be determined locally for each educational 
institution; the music staff should formulate the objectives of 
the music program; and instructor and students should be re- 
sponsible for fixing the attainments toward which they will 
work in each music class or organization, 

Sincere expressions from parents and students regarding ob- 
jectives should be sought. In so far as these people represent 
society at large, and since they are most directly affected by 
the school program, they have every right to influence it. The 
key to this is effective communication—through questionnaires, 
information bulletins, forums, and casual discussion—whereby 
the music teachers and their constituents may present their 
points of view to one another. But of course it is the teacher’s 
professional duty to go on from there to create a working pat- 
tern for the music program. 


Identification of Objectives 


Objectives have their source in individual needs and social 
conditions. What musical information can people use, and what 
skills would improve their command of the art? To what extent 
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is their musical taste to be developed, and what direction should 
it take? What opportunities for participation in the musical life 
of the community are open to the student? How can he exert 
his influence toward more flourishing musical activity in our 
society? 

Answers to such questions are found through direct study 
and observation of students, as well as by close examination of 
psychological and sociological evidence. For instance, it is 
known that people are steadily earning more and working 
fewer hours. They find it no longer necessary to attend local 
concerts but are increasingly exposed to a wide selection of mu- 
sic on radio, television, and records. Individuals today are faced 
with the need for keen powers of discrimination. And “live” 
music on the local scene becomes more and more the responsi- 
bility of the layman, since the professionals are naturally drawn 
to the larger centers of population and to the radio, television, 
and recording studios. 

Thus we find that students need an attitude of musical ob- 
jectivity; they should be able to compare musical styles ranging 
from serious masterworks to jazz classics. They should also prize 
quality renditions of music, since they have the choice, and 
should purchase radios, recordings, and musical instruments 
which do justice to the music. They need skills of performance 
which naturally transfer to their homes and community; they 
should be able to organize and sing and play in local musical 
groups, This is the real crux of the matter: to discover what 
competencies a certain student needs and can achieve in his 
quest for personal fulfillment and social usefulness. 

This tailor-made quality of education cannot be achieved un- 
less the curriculum makers truly understand the implications 
supporting their objectives. For example, ordinary social occa- 
sions call for the ability to sing many common melodies, and 
it can be assumed that singing is for the human being an in- 
herently enjoyable, meaningful activity. Therefore, all students 
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need to be taught a certain body of commonly used songs and 
hymns and should be able to sing these with comfort, under- 
standing, and enjoyment. But is this enough? Many happy and 
successful people can do no more. Does one really need to sing 
by note and read parts, or indeed, to sing accurately and beau- 
tifully some of the great examples of choral art? 

Yes, these accomplishments are useful to the individual and 
to society. If a student can accomplish so much, a greater 
measure of music’s aesthetic qualities will be his, as well as ex- 
panded opportunities for social participation. There is a point, 
however, at which pursuit of complex techniques and knowl- 
edge becomes impractical. An extensive vocal range and knowl- 
edge of principles of voice production are undoubtedly special 
needs of the vocal performer or teacher, but pursuit of these 
ends could easily distort the education of the general student. 

It becomes apparent that the identification of objectives is 
no simple task. One does not concoct them out of thin air. It is 
necessary to utilize the best of scientific data and expert opinion 
and to weigh all this in terms of broad educational aims. 


The Setting of Objectives 


As we have just indicated, all useful musical behaviors are 
not suited to every type of music program. Each school has a 
somewhat different function. There are large metropolitan pub- 
lic schools, rural school districts, private and parochial schools 
and colleges, state universities, teachers colleges, music con- 
servatories, and so on. Manifestly, each type of educational in- 
stitution caters to certain types of students and attempts to 
fulfill particular functions in our society, A school may em- 
phasize general musicianship or preparation for teaching, per- 
formance, composition, musical scholarship, or any special 
aspect or combination of these. The general outline of these pro- 
grams is taken up later in this chapter. . 

Those who formulate objectives for the music program must 
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keep those distinctions in mind. Let us consider these state- 
ments: 

1. The musically educated person performs music with facil- 
ity and taste. 

2. He understands the principles of tone production and 
technique of the various instruments. 

3. And he knows the standard repertoire in his particular 
field. 

Although these three items are closely related, they are in- 
correctly stated, for they differ in scope. The first pertains alike 
to the professional and the layman. But the general student, and 
even the professional, need not know the technical principles 
pertaining to all the instruments; only the teacher finds this 
imperative. Full maintenance of repertoire is necessary only to 
the professional performer. These objectives should read: 

1. The musically educated person performs music with facility 
and taste. : 

2. The qualified music teacher understands the principles of 
tone production and technique of the various instruments. 

3. The performing artist knows the standard repertoire in 
his particular field. 


Classification of Objectives 


It is easy to confuse objectives with other elements of the 
teaching process. The following statements are often (and falsely) 
regarded as objectives: (1) origin of the classical forms; (2) to 
integrate music with the other school subjects; (3) the student 
should be able to perform Bach’s Two-part Inventions. 

The first item is simply a statement of a topic to be covered, 
while the second only indicates that the teacher intends to in- 
troduce music in connection with the other subjects; neither 
of these tells anything about the results to be expected. The 
third statement is more concrete; it tells us exactly what pieces 
the student must play, but it says nothing regarding the rendi- 
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tion itself nor what qualities of musicianship should be dis- 
played. In actual fact, there are good pianists who have not 
studied these particular compositions. 

True objectives relate to certain varieties of behavior. This 
classification has been used: ? 


The cognitive domain... includes those objectives which 
deal with the recall or recognition of knowledge and the de- 
velopment of intellectual abilities or skills.... A second part 
of the taxonomy is the affective domain. It includes objectives 
which describe changes in interests, attitudes, and values, and 
the development of appreciations.... A third domain is the 
manipulative or motor-skill area. 


Let us consider each form of behavior separately. 

Knowledge. Among the outcomes of any musical activity 
should be knowledge of terminology, facts, beliefs, trends, and 
categories, For example, the musically educated person should 
have (1) an acquaintance with a variety of musical composi- 
tions, (2) a consciousness of basic musical patterns and usages, 
and (3) knowledge of essential facts in music’s development as 
an art. Since behavior of this type is relatively concrete, a 
little thought will produce the essential items of knowledge suited 
to any particular musical activity or level of schooling. Indeed, 
it is difficult to avoid overemphasis upon information at the 
expense of other outcomes equally important. 

Understanding. The student’s comprehension and applica- 
tion of facts is a higher form of behavior, and goals in this 
area merit careful consideration. It is of slight value to know 
the principles of diaphragmatic breathing unless this knowl- 
edge is accompanied by an understanding of the problems 
of application in performance. Likewise, knowledge of any 


2A Committee of College and University Examiners, Benjamin S. Bloom (ed.), 
Taxonomy of Educational Objectives, Handbook I; Cognitive Domain, Longmans, 
Green & Co., Inc., New York, 1956, p. 7. 
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musical form should be accompanied by comprehension of subtle 
variations and alterations of the standard pattern. 

Understanding implies the ability to analyze and to generalize. 
For instance, we should expect from the musically educated 
person (1) perception of the technical problems of performance, 
(2) insight into the elements of musical interpretation, and 
(3) comprehension of the structural factors in a musical com- 
position. 

Skills. The need for basic musical skills is quite clear, These 
will include (1) factors of aural awareness and discrimination 
and (2) ability to solve technical problems associated with musi- 
cal performance and composition. Illustrative of these skills 
would be (1) the ability to perceive and follow a melody, 
(2) the ability to perform with good intonation, and (3) the 
ability to produce solid and beautiful quality of tone. 

By way of preliminary drill, some teachers promote many 
unnecessary skills. Perhaps too many students become highly 
skilled in reading by syllables, performing scales and vocalises, 
and in baton twirling. Only skills which are of intrinsic value 
to the student should qualify as objectives. 

Attitudes. In the common preoccupation with musical knowl- 
edge and skill, the emotional reactions of students are easily for- 
gotten. We have all known students who make “straight A’s” 
on tests and win all manner of contests and yet develop a distaste 
for music and musicians, It is definitely important that the stu- 
dent develop positive attitudes, such as (1) respect for the musi- 
cal preferences of other people, (2) recognition of the musical 
efforts of his associates, and (3) desire to improve his musical 
competence, 

Appreciations. The perception of music’s aesthetic content is 
often thought to be an incidental outcome of instruction. The 
teacher too easily assumes that more acquaintance with music 
should result in appreciation of it. Instead, instruction must be 
pointed toward specific goals. These might include (1) re- 
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sponsiveness to the expressive quality in music, (2) sensibility 
to skilled and tasteful performance, and (3) appreciation of 
differing musical styles and idioms. 

Habits. A number of desirable musical habits instantly come 
to mind. For example, the musically educated person (1) prac- 
tices regularly and diligently, (2) seeks to play and sing with 
others, (3) supports school and community musical activities, 
and (4) listens selectively to radio and TV broadcasts. 

These forms of musical behavior are primary goals and do not 
necessarily accrue from a wide background of musical knowl- 
edge and skill. Indeed, many professional musicians and music 
teachers fail to qualify in these respects. However, such criteria 
are implicit in any evaluation; they should be formulated so 
that instruction can be organized to produce them. 


A Logical Pattern of Objectives 


Objectives must be conceived in terms of their applicability 
and must be reduced to a form which is compatible with school 
processes. Reference is made to the section on levels of objectives 
in the opening chapter. 

We have repeatedly stressed the point that the broad aim of 
music education is a society whose members use music more 
fully in daily living. The objectives of any institution should 
serve to define its role in this task. For example, (1) every 
student responds deeply and actively to music, and (2) the 
qualified music teacher carries the expressive power of music into 
the minds and hearts of his pupils. 

The value in such statements lies in the clues they provide 
for yet more specific objectives. Actually, it is the program 
objectives and instructional objectives that are the daily con- 
cern of the music educator. 

Program Objectives. Program objectives define the desired 
behaviors of the graduates, The examples we have already given 
belong largely to this category. As further examples: (1) the 
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musically educated person participates in home and community 
musical enterprises; (2) the musically educated person is a wise 
_ consumer of musical goods and services. 

A manageable series of such objectives provides the basis for 
planning and evaluating a music program and also indicates 
the short-term instructional objectives. 

Instructional Objectives. Each grade level, class, and musical 
organization needs highly specific goals. It is difficult, for in- 
stance, for a fourth grade teacher to decide how to promote 
all aspects of musical participation in home and community 
life; it is even more difficult for him to judge how successful 
his endeavors have been in this regard. Nevertheless, he can 
logically assume that this desire and ability to participate will 
depend somewhat on whether his pupils (1) read easy songs with 
accuracy, (2) sing in parts, (3) know many common folk 
songs, and (4) appreciate simple instrumental styles. Accord- 
ingly, he sets these up as objectives. These can be achieved in 
his class, and he leaves the rest of the task to ensuing teachers. 

Likewise, the college teacher of music theory provides his 
students with (1) an understanding of cadential formations, 
(2) the ability to identify chords and chord progressions, (3) 
the ability to translate his ideas into the proper notation, and so 
on. These behaviors in themselves are not vital, but they do 
help produce that deep understanding of musical structure 
which every professional musician must have. 

It is upon the basis of the instructional objectives that marks 
are determined. They are limited, tactical objectives. They must 
always bear a positive relationship to the program objectives 
which remain as final points of endeavor. 


Validation of Objectives 

Any objective formulated on the basis outlined should be 
legitimate in itself, yet it may fail to fit into an integrated pat- 
tern. If there is any indication that this is so, objectives should 
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be validated through checking them against the principles upon 
which they were formulated. 

The analysis and review of individual objectives requires the 
services of expert personnel. State supervisors, college teachers, 
and representatives of professional associations are often help- 
ful. Sustained study is usually accomplished by a group con- 
sisting of the teachers themselves, local supervisors and adminis- 
trators, and qualified graduates or local musicians interested in 
the school music program. Each objective is studied in relation 
to the criteria and is then altered or rejected. 


PRINCIPLES OF OBJECTIVES 


The following principles have provided the basis for our dis- 
cussion and hence serve as criteria for final judgment of our 
objectives: 

1. Objectives should reflect the aims of democratic society. 
Every individual is entitled to the kind of music education 
from which he can profit. This implies the opportunity to share 
and understand the common musical heritage and the freedom 
to extend one’s musical powers in accordance with his interests. 
No objective can tend toward special privilege; although the 
rate of progress will differ, the “hopeless case” and the young 
prodigy must be given the same consideration. 

2. Objectives should relate to actual social circumstances. 
For instance, popular music is a very considerable force in our 
society, yet few schools countenance objectives in that area. 
There are also a great number of pianos in America, along with 
a common regard for pianistic ability; not only does the current 
music program fail to provide sufficient piano instruction, but it 
also fails to produce the necessary private teachers. On the other 
hand, there is not room for all the professional performers and 
composers which the schools actually produce. Objectives must 
be pointed toward building an army of skilled musical amateurs. 
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3. Objectives should promote desirable social change. Music 
educators must not be content to educate their students in terms 
of today’s system but rather to promote abilities which they can 
use in enhancing and enlarging music’s function in society. 

In the first place, it would appear that the crown and 
scepter in composition and performance are passing from Europe 
to America. Today’s students will need more understanding of 
musical techniques and more tolerance for new forms and idioms. 
Americans must become skilled critics, for their tastes will 
determine the direction of new paths in music. 

The increasing number of community symphonies, “barber- 
shoppers,” and special church-choir presentations are evidence 
of healthful musical ferment. Unfortunately, school music has 
contributed to the idea that music should always be presented 
by large groups and for large audiences. Music education could 
destroy this myth by deliberately fostering skills and apprecia- 
tion for unattended small-ensemble performance. 

4. Objectives should lead to the fulfillment of human needs. 
Musical objectives must be in line with normative patterns for 
the particular age group, as well as the physical, social, and 
psychological development of the individual student. Needs are 
also influenced by the socioeconomic environment, parents and 
peer group, and all other educative influences. 

Most students have acquired the needs for personal achieve- 
ment, status, and group approval. Music education can, of 
course, go far in meeting such needs, although the process will 
take many different forms. For instance, a third grader may 
acquire more status from merely owning a violin and being 
considered worth the cost of music lessons than from any ability 
to play the instrument. This fact can lead, however, to the satis- 
faction of the fundamental need for responsiveness to music; 
it can gradually produce an acquaintance with many types of 
music, the habit of seeking to hear good music, and abilities to 
perform and create music. 
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5. Objectives should permit the utmost development of in- 
dividual capacity. Although all people are inherently responsive 
to tone, there are undeniable variations in perception, muscular 
control, and intelligence. Some students can never really develop 
fine vocal accuracy or a decent facility on an instrument. Many 
are slow to grasp the finer points of musical structure or even 
to read music with ease. It has already been said that such 
students are equally a concern of the music educator along 
with his brightest, quickest students. Hence, the teacher’s ob- 
jectives must be realistically broad. 

For instance, a teacher should be able to work toward the 
objective that students should sing beautifully and accurately. 
What is beautiful and accurate for one is not so for another; 
it is a matter of degree. Unfortunately, many teachers set a rigid 
standard for singing and class as failures those pupils who do 
not reach it. 

It is a fact that people of the same age have many common 
interests and experiences and behave similarly in many ways. 
This is particularly true at the earliest stages of growth; individ- 
ual differences and distinctly personal experiences, however, 
lead people into increasingly diverging paths. Is it not possible, 
for example, that a high school freshman could exhibit readiness 
for serious musical composition? Fortunately, this kind of 
student usually goes right ahead and composes and accidentally 
discovers for himself the main theoretical principles. Such oc- 
currences should not be extracurricular, however, but should 
be definitely included within the realm of the music program. 

The vast majority of the school population will become musi- 
cal amateurs. A very small percentage will turn to the musical 
professions as teachers and performers. Since these specializations 
grow out of general music training, the first duty of school 
music is clear: to produce the musical competence needed by 
the general public. 

It is commonly assumed that the elementary schools are the 
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stronghold of general education, while the universities are places 
for specialization. This assumption is basically correct, yet spe- 
cialization begins very early and general education never stops. 
Thus the elementary teacher should not thwart the growth of 
future music teachers and performers; neither should college 
music departments exist only for the vocational education of 
the few. 

6. Objectives should be compatible with one another. Music 
educators should never become snobbish about the outcomes in 
music and promote an exclusive musical taste for the “classics.” 
This would rule out the band, the dance band, and a vast 
literature in light opera and the musical play. Are these things 
inherently so unmusical, or are they just not the domain of 
the musically elite? Then again, can students become coopera- 
tive, working members of a group at the same time they are 
developing a fiercely competitive spirit? Does sound educa- 
tional practice permit keeping pupils in a continual state of 
neryous tension over their place in the trumpet section or the 
rating a judge is going to give them? 

7. Objectives should be attainable by the means available. 
Some very desirable qualities are not directly a concern of the 
schools, since schools were set up only to transmit cultural 
elements which have become too complex for society at large to 
handle. One would indeed learn a great many things if there 
were no schools at all. Popular entertainment, for instance, is 
really sustained independently of the schools; having no means 
to control the outcomes, the schools have no business in this 
field. 

On the other hand, the final stages of preparation for pro- 
fessional performance and composition are usually approached 
through private study. These high-level skills demand a form 
of on-the-job training. Even the finest conservatory cannot 
claim that musical learning in its entirety can be achieved within 
its walls. The really strong music program is limited to those 
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ends which can be achieved by its particular students, staff, 
and facilities, 

8. Objectives should be readily interpretable into the program. 
Valid objectives are concretely stated in terms of specific kinds 
of pupil behavior so that they may be used to determine the 
kinds of educative experience which should be sought and to 
serve as the stable criteria for the purpose of evaluation. Pro- 
gram objectives should picture the ideal graduate of a school, 
whose competencies result from pursuit of the avowed instruc- 
tional objectives on each level and phase of the program. Ob- 
jectives which fail to provide a clear-cut focus and direction 
to the organization and conduct of the music program are use- 
less and insupportable. 


OBJECTIVES IN GENERAL MUSIC 


The most universal and stable segment of music education 
should be the area of general music instruction. Its manifest 
function is to give every citizen the key to his musical heritage. 
This task represents one phase of general education pursued 
throughout the period of formal schooling and beyond. 

Obviously the objectives of general music must encompass 
those musical competencies which have broad application to 
the enrichment of living and which are not readily acquired 
through ordinary social intercourse. This rules out all forms of 
vocational skill, as well as elemental musical awareness gained 
at mother’s knee. 

There is no firm agreement on the particular objectives which 
should be sought. In the belief that every person needs music, 
because of its appeal to man’s aesthetic sense, we have suggested 
that the primary consideration of general music is heightened 
musical responsiveness. This implies several discrete qualities 
of musical behavior. The individual will need to know a variety 
of music and to understand many things about it; he will need 
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the ability to participate in making music and should develop 
musical habits and appreciations to sustain him musically 


. throughout his life. 


This point of view has been broadly stated by Myers: ° 


The program should be planned so all children will have: 
(1) the ability to use music as a means to self-expression and 
communication (this includes the use of one instrument all 
children in the elementary school have—the voice); (2) an 
understanding of the musical expression of others, which im- 
plies a consciousness of music as an art; and (3) an awareness 
of as much of the science of music as will aid in giving meaning 
to music as an art. 


The elements of musical responsiveness have been excellently 
outlined by Mursell: * 


Awareness 
1. Of the expressive values of music 
2. Of the human setting, the associations and the sugges- 
tions of music 
3. Of the expressive constituents or components of music 
4. Of the ways of listening to music 
Initiative 
1. In seeking and enjoying musical experiences 
2. In carrying on musical activities 
3. In the study of music 
Discrimination 
1. In the relative worth of music 
2. In the emotional values of music 
3. In the adequacy and perfection with which music is con- 
veyed 
4, In the faithfulness with which music is produced 


? Louise Kifer Myers, Teaching Children Music in the Elementary School, 2d ed., 
Prentice-Hall, Inc., Englewood Cliffs, N.J., 1956, p. 18. Reprinted by permission of 
the publisher. 

* James L. Mursell, Education for Musical Growth, Ginn & Company, Boston, 1948, 
pp. 219-250. 
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Insight 
1. Into aural patterns 
2. Into the significance of music’s construction 
3. Into means of creating music 
Skill 
1. In controlling musical intentions 
2. In applying action patterns in performance 


The specific objectives of any music program must, how- 
ever, be still more concrete. Precisely what things might a per- 
son do which would contribute to his musical responsiveness? 

From this standpoint, objectives should include knowledge of 
musical compositions and styles, acquaintance with musical pat- 
terns and usages, and understanding of how music is composed, 
performed, and interpreted. Objectives must cover such necessary 
skills in singing and playing and listening as reading and im- 
provisation, rhythmic and intervallic accuracy, and so on. It is 
also necessary to define the standard of musical taste needed by 
the common citizen, his feeling for the music itself, and his 
attitudes toward musicians and musical study. Finally, how 
should the musically educated person react to musical programs, 
practicing, invitations to sing or play, and so on? In other words, 
what consumer habits will be useful to him and to society? 

Many possible objectives in these areas have been indicated 
earlier in this chapter. We have also tried to show that the in- 
structional goals must vary from level to level, In the elementary 
school the idea is to build basic musical competence which 
develops later into more complex and subtle forms. One should 
work for clear singing tone, solid rhythmic feeling, accurate 
singing, expressive phrasing, clean enunciation, acquaintance 
with the musical score, a sense of harmonic tendencies, enthusiasm 
for new songs, and stylistic discrimination. There should be 
some knowledge and facility with the keyboard and with other 
instruments. The student should complete elementary school 
with the feeling that music is a rewarding activity, and he should 
actively seek further development of his musicianship. 
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Since instruction is more compartmentalized in the secondary 
school, general education in music is often neglected. The general 
music class is the logical answer to this problem. The objectives 
for this course should include the extension, clarification, and 
refinement of the broad musical competencies which have grown 
out of previous general music instruction in the elementary 
school, 

Furthermore, secondary school performing groups and special 
music classes should extend the student’s general musicianship. 
The band or orchestra member’s experience need not be limited 
to a particular type of literature and specialized performing 
techniques; he should also develop greater accuracy in sight 
reading, wider musical tastes, theoretical understanding, finesse 
in interpretation, and other such general abilities. In addition, 
he should understand the value of a good musical instrument 
and how to take care of it, realize the effect of his playing on 
the ensemble, and acquire the habit of deliberate practice, 
These are patently objectives of general music. 

The ultimate stage in general music is represented by the col- 
lege liberal arts major, who deliberately avoids vocational spe- 
cialization, Objectives for this type of student have been ad- 
mirably stated as follows: * 


1. A creditable acquaintance with the most significant music 
literature, and a catholic taste tempered by experienced dis- 
crimination 

2. An enriched artistic perceptiveness, both intuitive and 
rational 

3. A grounding in the basic musical crafts, with nominal 
facility in them as tools of approach to the art 

4, An acute discipline in general listening, and in more pre- 
cise listening to the degree that the individual’s faculties per- 
mit 

5. A grounding in scholarly knowledge and discipline, com- 


€ George Sherman Dickinson, The Study of Music as a Liberal Art, Vassar College, 
Poughkeepsie, N.Y., 1953, p. 33. Reprinted by permission of the author. 
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parable to that attainable in other undergraduate fields, to- 
gether with sensitivity to the scholarly viewpoint 

6. A sharpened critical faculty and an inclination to inter- 
pretive thought 

7. An insight into some form of constructive or creative 
thought, as an aesthetic discipline or personal satisfaction 

8. An awareness of the milieu of ideas which surrounds the 
art, and facility in interpreting and employing them. 

9. A philosophical sense of the higher unities of the art and 
of the community of the arts 


THE MUSICAL SPECIALTIES 


There are four fundamental branches of specialized music 
education: performance, composition and theory, musicology, 
and music teaching. Some students continue in one or more of 
these areas to a point as musical amateurs; others remain in 
them with vocational intentions. Furthermore, there are many 
side areas and special combinations within these fields; one may 
become a symphony player, a professional conductor, a public 
school music supervisor, an organist and private teacher, a music 
arranger, and so on. Since any professional program in music 
involves to an extent all the branches of music, people are 
frequently able to make shifts in their nominal specializations. 
Nevertheless, these constitute truly specialized forms of music 


education to the extent that they require competencies not 
needed by the layman. 


Performance 


Specialization in performance is the first item to consider, 
because the student so often starts sooner on this road than the 
others. Furthermore, it is the most immediately evident of the 
specializations, owing to the widespread popularity of instru- 
mental and choral organizations as well as private instruction. 

Students learn to sing and play as part of their general musi- 
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cal training; specialization begins when goals become associated 
with extra accomplishment in a particular species of perform- 
ance. This may happen very early—even at the preschool level 
—and may extend to and beyond the graduate level. 

Objectives center around the student's technical facility and 
command of the important musical literature in his chosen 
medium. The trumpet player, for instance, must have a good 
embouchure and range, an expressive tone, and the ability to 
read and play with speed and accuracy, He should be able to 
play the major trumpet solos artistically, and he should also be 
acquainted with important band and orchestra material. He 
should be able to transpose and to lead a section and should 
have good stage presence. He should possess the qualities essential 
to improvement, such as an understanding of technical problems, 
ambition, and good habits of practice. 

Equivalent objectives are easily developed for the pianist, the 
singer, or the violinist. Objectives of this type should be con- 
sidered in planning any of the ordinary performing ac- 
tivities—private and class instruction, large and small ensembles. 
Such objectives might be regarded as “electives” for those who 
have achieved considerable general musical competence. 


Theory and Composition 


Specialization in composition or theory attends a creative 
and practical interest in music’s structure and organization. 
This interest, too, can develop quite early in a student. The par- 
ticular needs of such a student include an appreciation of 
the creative possibilities in music and a realization of music’s 
structural beauty and complexity. He needs an understand- 
ing of past developments in composition along with a knowl- 
edge of the ingredients of the principal musical idioms. In trans- 
lating his ideas into reality, he needs an intimate knowledge of 
the inherent possibilities of the various performing media. 

Such a person must be able to analyze the musical ideas and 
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techniques of the music he hears, By some means, either from the 
keyboard or by acute visual and aural imagery, he must be 
able to translate musical scores with ease. He must have the 
ability to set his musical intentions on paper and to rehearse and 
perform his own works effectively. He closely observes the 
progress of his contemporaries and works constantly to improve 
his own techniques. His constant goal must be sincere individ- 
uality of expression, 

Competencies of this type can be developed directly from the 
normal musical activities of the school, After all, in music 
classes and organizations one is dealing directly with music, so 
the student may easily become concerned with the way it is 
conceived, scored, and produced, It is only natural that he should 
make active attempts in this field, aided by special theoretical 
courses. Unfortunately, the early training of most students 
is not conducive to this active interest in the music itself, and 
music theory is commonly regarded as a sort of villainous pre- 
requisite where one learns the common musical usages necessary 
to advanced study. If specialization in this area is not to be 
abortive, music educators must work for true competence with 


music rather than the assimilation of facts, beliefs, and mechani- 
cal skills, 


Musicology 


Specialization in musicology is associated with interest in re- 
search and historical knowledge of music, In this area, one is 
concerned with the systematization of knowledge pertaining to 
the entire field of music. The student solicits basic meanings; 
he investigates the theory of music theory; he wants to know 
why and how music is what it is. 

This, again, is a commoner type of specialization than one 
would imagine. In connection with the ordinary musical activi- 
ties of the school, teachers find it necessary and educationally 
sound to provide some background for whatever they expect 
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the student to learn; musical insight requires extensive informa- 
tion. The serious-minded student thus acquires a taste for in- 
vestigation; he becomes curious concerning the nature of the 
musical art. If he is to progress in this area, he must learn to 
work objectively and to build a true understanding of music’s 
acoustical and psychophysiological effects. He needs to know 
the musical practices in the various cultures and in previous 
eras. He must be able to investigate carefully and to interpret 
his discoveries accurately. Such a student keeps informed of 
new findings about music and constantly seeks to discover use- 
ful knowledge. 

Full-blown specialization in musicology is reserved to the 
upper levels of the educational system, since it is here that re- 
search acquires its full meaning. To build the necessary com- 
petencies for that task is nevertheless a long process, and one that 
music educators must not suppress. 


Music Teaching 


Preparation for music teaching is a massive undertaking; 
it should include the essential factors in all areas of music edu- 
cation as they have been outlined, plus special teaching and 
social competencies which are necessary in order to carry music’s 
values to the student. These are all in addition to general edu- 
cation in the basic fields of knowledge, which are as important 
to the teacher as to anyone else, 

The music teacher must be able to instruct his students in 
technical points and subtleties of interpretation, and this de- 
mands his achievement of considerable skill in performance. It 
must be the kind of skill which transfers into understanding of 
performance problems in any field. Likewise, the teacher must 
have the background of theoretical and historical understanding 
which he can use in revealing music to his students, He needs 
a firm belief in the power of music and wide knowledge and 
appreciation of musical compositions. 
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Unfortunately, many music teachers meet every test of 
musicianship yet fail as teachers. Much of the fault can be 
attributed to failure to identify and promote the necessary 
qualities of personality and teaching skill. It is too often assumed 
that normal upbringing and a few education courses will satisfy 
these needs. Actually, the student’s approach to teaching situa- 
tions is best made within a musical context. Only in this way 
can he develop skills in conducting and rehearsing, criteria for 
the choice of effective methods and materials, and so on. He 
can also acquire professional attitudes, knowledge of school 
procedures, and specific understanding of patterns of musical 
growth. 

As to personal and social qualities needed, it is entirely possible 
to teach professional ethics and adaptability to local customs. 
Cooperation and leadership in musical affairs can be actively 
promoted. Regular school activities represent an excellent means 
of establishing effectiveness in public appearance, for instance, 
or skills in planning and promotion. Too much of the time, 
though, our future music teachers are given little responsibility 
other than that of “learning their music.” 

Specific preparation for teaching is strongly vocational and 
should only be undertaken after a wide musical background 
has been developed. A number of students, however, show marked 
interest and promise in this field before reaching college age; 
for example, some high school students have picked up the 
ability to manage and rehearse large and small organizations. 
These students can be entrusted with student ensembles, pep 
bands, dance bands, marching drill, and so on, thus developing 
not only their musicianship but also some of the desired teach- 
ing and social competencies. 

Indeed, it is difficult to say when and where any individual 
undergoes the crucial experiences which will largely set his course 
in the field of music. Music educators must be alert that no phase 
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or segment of the music program become a separate discipline 
to the extent that the student’s range of development is force- 
ably restricted. Certainly the objectives that have been outlined 
here are not so narrowly conceived. 

This does not rule out the necessity for membership restric- 
tions in many phases of music. For instance, some students who 
want to join the high school orchestra or become music teachers 
or doctoral candidates are simply not eligible—at least, in terms 
of particular conditions of time and place. Such students have 
not acquired the necessary competence. It is tragic only when 
the music program has not given them every opportunity to do 
SO. 

The necessity for objectives should be clear; it is equally true 
that they must be intelligently formulated. Without objectives, 
the music program is rudderless on the educational seas. It is 
therefore a prime responsibility of each teacher to see that his 
sector of the program is not found wanting in this regard. The 
objectives that have been stated herein will not be the answer; 
they have been presented only to illustrate the kinds of com- 
petency which may be desirable in any particular area. Only the 
autocrat would attempt to prescribe the outcomes toward which 
others must work. Furthermore, the educational scene is far 
too kaleidoscopic for any one set of objectives to have univer- 
sal application. There is no doubt, however, that the impact 
of music education on American society will depend essentially 
on the validity of its objectives. 


SUMMARY 


When based upon music’s value to the individual and to 
society, objectives assure the proper relation of the music program 
to the broader aims of the school. They are the foundation upon 
which one sets up the needed educative experiences, and thus 
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they finally determine the teacher’s choice of music, subject 
matter, and methods. The effectiveness of the music program 
is evaluated on the basis of its objectives. 

Objectives are best formulated by the people who must use 
them. They are identified through investigation of the needs of 
students and their roles in society, and the pattern of objectives 
logically varies from school to school. The several forms of be- 
havior should be carefully considered. What knowledge and un- 
derstanding, attitudes and appreciations, skills and habits should 
the student acquire? A pattern must be established wherein the 
program objectives defining the graduating student are carefully 
distinguished from the supporting instructional objectives. 

Objectives are judged valid in relation to the principles upon 
which they have been founded. Are the objectives rooted in our 
way of life and do they tend toward its improvement? Will they 
truly satisfy human needs and will they cover wide differences 
in interests and capacities? Are they consistent and practical? 

The function of the program in general music is to foster 
a heightened musical responsiveness in all citizens. This involves 
broad acquaintance with music and its techniques, skills in 
listening and performance, musical tastes, and habits of partici- 
pation. General musical competence must be promoted in every 
phase and segment of the music program. 

Specialization in music takes several forms and is not reserved 
to the upper levels of schooling. The school musical groups 
easily lend themselves to production of special forms of com- 
petence in musical performance. Likewise, added abilities as- 
sociated with music theory and composition can be fostered at 
any level of music education. Many students will establish a 
scholarly concern with all forms of musical knowledge. A 
complex form of specialization occurs in the preparation for 
music teaching. Here, the student must acquire all the essential 
ingredients of musicianship, plus teaching and social com- 
petencies which are vital to his task. 
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QUESTIONS FOR DISCUSSION 


1. What basic error does the establishment of real objectives help 
avoid? How can they help music instruction to achieve its proper role 
within the curriculum? In what ways do they assist in planning and 
conducting musical instruction? 

2. Who should be involved in formulating the objectives for any 
music program? Why is active participation in this process important? 

3. Where do the ideas for particular objectives come from? Illustrate 
how certain facts can provide clues to the necessary objectives. 

. 4. Why will objectives vary from school to school? 

5. What kinds of musical behavior are included among legitimate 
objectives? Create some examples of each type. 

6. Indicate several objectives for a single music course or activity 
which might relate to a single program objective. Can you think of other 
activities which might also help achieve the same objective? 

7. Why is it necessary to consider our objectives in context with 
social conditions and aims? What criteria must be met? 

8. For whom are the objectives of general music conceived? How 
would you describe general musicianship? What aspects of musicianship 
would not be legitimate goals of general music? 

9. What are the primary forms of musical specialization? How do 
the objectives in each area differ from those of general music? 

10. At what point does specialization occur? How can we know that 
a student is developing special interest in any one phase of music? In 
what circumstances should this be encouraged? 
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Chapter 7 
The Music-education Program 


Bert is soon to graduate from high school. He has found 
great value in his musical experiences and is planning a career in 
music. As a young child he liked music, and there was no question 
in his mind when the band director announced in his elementary 
school class that beginning instrumental groups were being 
formed. Although Bert had not done exceptional work in regu- 
lar classroom music, he quickly showed promise on the cornet. 
The director encouraged Bert and never appeared to worry 
whether he learned much about music; however, when a cer- 
tain item of information was necessary, the director could supply 
it. 

Bert was glad to join the orchestra also, when the director 
needed another trumpet player. He noticed that the strings had 
more responsibility and therefore acquired a cello and began 
study with a private teacher. Before long he was at the top of 
the section. He began to enter contests in both his instruments 
and to extend his technique and style. His curiosity made him 
examine the musical scores, and he was thus led to try his hand 
at composing a few marches. These were only adequate, but 
the director allowed him to rehearse these numbers with the 
band and to conduct them at public concerts. By now, Bert is 
helping to lead and coach some of the small ensembles and has 


173 


174 CHAPTER 7 


been elected by his fellow students to an office in one of the 
large organizations. 

There are other students in the school whose development 
closely parallels Bert’s; they are good students in general, but 
music seems to them the most rewarding activity in the school. 
Others have not found such a special interest, but are neverthe- 
less enthusiastic about musical activities. It is not surprising 
that this school’s musical groups tend to dominate state com- 
petitions, and their activities are strongly supported by the 
community. 

There is a familiar ring to this hypothetical case. Music edu- 
cators will recognize this as a normal preliminary to the musical 
professions and to rich musical life within a community. Why 
and how do such things occur? Many schools have bands and 
orchestras and choirs yet produce no such results. The dif- 
ference lies not only in the natural aptitudes of students but 
also in the kinds of educative programs which music educators 
are able to construct. Unless they can assay the students’ needs 
and interests and set up the musical activities so that students 
will become actively engaged in musical learning, the positive 
outcomes of schooling will be negligible. 

This chapter describes what the music program is and how 
it is used. It considers the planning and organization of musical 
instruction and the manner in which better programs can be 
developed. A general picture is given of the various musical 
activities as they might be handled at the elementary, secondary, 
and collegiate levels. 


THE SUBSTANCE OF THE MUSIC PROGRAM 


Any music program is a conscious attempt to prescribe the 
musical experiences of students; it serves to control the educative 
environment in the interest of particular outcomes of schooling. 
The program is mot the pattern of courses in which students 
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enroll or the musical organizations in which the music program 
is pursued and takes shape. 

As a matter of fact, the student’s transcript gives only the 
barest outline of the program followed. It indicates, for instance, 
that he sang in the school chorus for three years and took a 
course in music theory. From this, one can figure the number 
of hours during which the student was exposed to various kinds 
of musical literature, but there is no clue concerning his reactions 
or the changes which occurred in his musical behavior. 

The real music program defines the reactions, or experiences, 
which students must have in order to acquire desirable traits 
of musical behavior. It establishes a pattern of musical activity, 
a selection of musical materials and musical information, and 
a mode of procedure in whose context the necessary learning 
should occur. 

No specific course or educational activity will automatically 
supply the needed experiences within that area. The member of 
the beginning string class, for example, will certainly learn to 
play his instrument, but will he develop an appreciation of its 
possibilities and good habits of practice? To do this, he must 
have the following kinds of experience: (1) observing the ex- 
pressive power of the instrument, (2) noting technical prob- 
lems which arise in performance, (3) estimating personal success 
in meeting the demands of the music, (4) establishing alternate 
patterns of execution and interpretation, and (5) perceiving 
the differing quality of musical effect so produced. 

Such experiences are not produced by ordinary drill upon 
finger and bowing exercises. This string class needs real music 
to play, demonstrations by the teacher or by advanced students, 
and many opportunities to hear and observe one another. Stu- 
dents need not be given long technical indoctrination, but they 
do need simple answers to their questions, explaining why a 
given method of execution is better or worse than another. 
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Relation to Curriculum 


Music educators speak of the string program, the choral 
program, or the music program itself. These are segments of 
the school curriculum. The curriculum includes all influences 
which the school brings to bear upon its students. Actually, 
musical experiences are inextricably combined with many other 
phases of schooling. Regular classroom activity frequently in- 
cludes folk dancing, rhythmic activity, and dramatic produc- 
tions; musical examples are often found useful in the study 
of various peoples; it is possible to make and play toy instru- 
ments, combining handicrafts and music. Indeed, students who 
never enroll in a music course per se may undergo many musical 
experiences in a school. These experiences and consequent out- 
comes must not be regarded as incidental; they are part of the 
music program. 

The degree of integration of musical activity with the rest 
of the curriculum depends upon the philosophy and practices 
of the teachers, students, and community. Any tendency toward 
the activity curriculum, with its emphasis upon children’s 
interests, is likely to produce a relatively improvised class- 
room atmosphere. The students and teachers plan activities and 
projects which may be more or less musical, but the progression 
of musical study may be abruptly terminated or turned into 
other channels, depending upon the developing interests of the 
students. In effect, the music program is contingent upon music’s 
function in larger enterprises. 

Similarly, in the core curriculum music is treated as one ele- 
ment in the common cultural heritage. It is not separated 
from its ordinary setting in social activities but is taught as 
the occasion arises. Typically, music is introduced in the study 
of transportation, war, and religion and during recreational ac- 
tivities, 

Although these concepts do affect the pattern of instruction 
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in many schools, the conventional subject curriculum remains 
dominant in nearly all instances. Music is generally regarded 
_as a separate discipline, and the development of musicianship 
is carried on more or less independently of the other school 
subjects. 

The music program should be considered an entity within 
any curriculum pattern. Otherwise, the musical outcomes will 
be entirely haphazard. In the straightforward subject curriculum 
the musical activities assume their own logical pattern, but it 
is equally possible to establish a desirable sequence of musical 
experience when music is infused throughout the curriculum. 
Many would claim this last as the more natural means of ap- 
proach to musical competence. 


Forms of Program Planning 


There are several concepts upon which music programs may 
be based. One very prevalent practice is to build around a 
progression of musical skills. Since it is known that children 
develop more and more precision and insight through learn- 
ing, it is easy to assign skills by level, as it were, and to surround 
each phase with the necessary musical materials and content. In 
the field of performance, the pattern may be something like 
this: 

1. Singing by rote 

a. Simple songs and folk melodies 

b. Basic rhythmic patterns 
2. Singing and playing by note 

a. Musical rudiments 

b. Factors in instrument care and tone production 

c. Progressively more difficult melodies and exercises 
3. Performing with taste and dexterity 

a. Music in parts and in complex forms 

b. Principles of style and interpretation 

Such a program is quite natural, as students necessarily cover 
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these stages in reaching maturity in musical performance. How- 
ever, the real outcomes of such training can never be taken for 
granted. The student may learn to perform, but what of his 
powers of musical discrimination and his attitudes toward musi- 
cal study? 

In the attempt to meet this objection, musical instruction has 
sometimes been tied to an unfolding pattern of musical content. 
Since there is a certain body of musical facts and beliefs with 
which musicians must deal, these are introduced as logically and 
progressively as possible. The student learns note names, time 
values, phrase patterns, and harmonic values. Technical prob- 
lems are explained and mastered. Historical facts are introduced, 
and the finer points of musicianship are gradually brought out. 
Again, such a process is usual in any good music program, but it 
cannot in itself guarantee the experiences which students need. 

Recognizing this fact, some teachers believe the music program 
should evolve on a day-to-day basis. Such an improvised pro- 
gram follows the immediate needs and interests of the students. 
It is quite possible to do this, discovering at one point, for in- 
stance, that the children wish to create a more complete musical 
setting for some melody they have learned. Various harmonic and 
formal principles are introduced, and much skill is developed 
in singing and writing music. Such freedom is a good thing 
in musical activities, but there is still no reason to believe that 
the essential outcomes of instruction will be reached by this 
method. 

The music program is most logically built around the ex- 
periences of which it consists. These can never be predetermined 
in detail; but the general types of experience can be outlined, 
and all elements of instruction can then be arranged to fit those 
requirements. For example, the objective of active participation 
in forms of amateur performance implies these kinds of ex- 
perience: (1) discovering the particular appropriateness of 
music in various situations, (2) observing technical and stylis- 


The Music-education Program 179 


tic problems to be met, (3) adjusting to the performance stand- 
ards of the musical ensemble, and (4) noting satisfactory recep- 
tion of one’s musical efforts. 

These kinds of experience clearly demand several school musi- 
cal groups, each making suitable public appearances, Not only 
must the music be worthwhile in itself, but the students should 
also be able to master its difficulties readily and to judge their 
degree of success. It is not the quality of performance, but 
rather the effect upon the students that is at issue. Having these 
experiences in mind, the teacher can organize and conduct ap- 
propriate musical activities, 


Meeting Local Needs 


Some broad aims and methods in musical study are almost uni- 
versal. For example, there is a typical sequence of musical activity 
in the elementary school, and most secondary schools have large 
choral and instrumental groups. College music programs contain 
a stable core, consisting of private instruction, music theory, and 
music history. National and regional groups have tried to 
stabilize these arrangements by indicating content, hours of 
instruction, and standards to be met.’ 

It is a mistake, however, to transplant the music program in 
detail from any such plan or from another school. Each music 
program is unique and evolutionary. In previous chapters it 
has been shown how objectives have changed with a changing 
society and how the type of school and immediate circumstances 
dictate a singular pattern of objectives. What happens in each 
school must therefore differ according to its particular goals. 

Music educators work to create a newer and better music 
program within the ordinary educational framework. They de- 


1See Music Education Research Council, Outline of a Program for Music Educa- 
tion, Music Educators National Conference, Washington, 1951; and Commission on 
Accreditation and Certification in Music Education, The Evaluation of Music Educa- 
tion, Music Educators National Conference, Washington, 1953. 
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termine what elements of musicianship students should possess 
and how these are to be attained and then revamp the instruc- 
tional process to meet these demands. 

Seldom does the opportunity arise to collect students and staff, 
move into a new building, and establish an independent music pro- 
gram from the ground up. Program building is thus accomplished 
en route, through cooperative experimentation and consensus. 
This is a continuous process and cannot be handled arbitrarily; 
instead, one moves to create forces for change. The voice of 
the community is consulted; teachers are caused to examine 
the results of their instruction, to attempt new patterns, and 
to consolidate their gains. The new music program emerges 
gradually and, perhaps, with little outward modification, Music 
programs are improved only by altering the type and relation- 
ships among the musical experiences of students. 


DETERMINING THE EXPERIENCES 


The Nature of Experience 


We have necessarily referred many times to experiences, be- 
cause they are the heart of the educational process. They de- 
termine what one learns and what his future actions will be. 
Before one can build the music program, he must have an ade- 
quate conception of the role of experiences. 

An experience consists of the interaction between an in- 
dividual and his environment. We speak of an experienced 
musician or teacher as one who has met and dealt with many 
situations within those spheres. Every moment of our lives is 
occupied with this process of noting the circumstances in 
which we are placed and reacting accordingly. Our reactions 
are partially dependent upon our past experience, enabling us 
to perceive the causes and effects of our actions. 

This chain of experience is not altogether efficient. That is 
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to say, many experiences are abortive, since they are not sup- 
ported by ensuing experiences which would bring out and 
_ strengthen their effect. This is the real justification for formal 
schooling, which represents an attempt at an efficient organiza- 
tion of experiences toward specific changes in the individual’s 
behavior. 

Thus we see that the usual prescriptions for musical instruc- 
tion are entirely superficial. We are asked to provide experiences 
in singing, experiences with different rhythms, experiences 
with the orchestral instruments, etc. Of course, we can do this, 
but we have not produced an integrated series of definitive re- 
actions, What hinds of experience can singing bring about? 

Singing together is simply an activity in which infinite ex- 
periences are possible. At any particular instant, one choir mem- 
ber might be: 

1. Comparing various modes of interpretation 

2. Analyzing aural effects 

3. Adapting to technical demands of the music 

4. Discovering the interdependence of the separate musical. 
lines 

5. Applying specific principles of voice production 

6. Analyzing the role of the teacher 

7. Evaluating the effectiveness of conducting techniques 

8. Noting the application of scoring techniques 

9. Following the lead of his neighbor 

10. Associating music with tedious drill 

Students vary greatly in their readiness for particular ex- 
periences. One who has never felt deeply the power of music or 
noted the ways in which performers may heighten the effect 
is not yet able to compare various modes of interpretation (item 
1 above). For this reason, the teacher must know the student 
and must keep him under continuous observation. When the 
student is ready to compare musical interpretations the teacher 
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must give him the chance, by freeing him from technical prob- 
lems, experimenting with tempos and dynamics, and point- 
ing out the effect produced. 

Experiences are not simple, overt actions such as tapping the 
foot or asking a question; they may or may not be manifest to 
the teacher. One has many experiences while quietly reading a 
book or listening to a piece of music. The experience arises from 
(1) the actual circumstances of the moment, (2) the individ- 
ual’s perception of the situation, and (3) his possible lines of 
action in the face of that situation. Knowing the background 
of a student and having carefully prepared for the moment, it 
is theoretically possible to forecast his reactions to a rendition 
of Debussy’s “Clair de lune.” In actuality, of course, the teacher 
has no such exact means of control; he can only arrange con- 
ditions which would seem to favor the kind of experience he 
has in mind. 

Verbal description of experience is bound to be incomplete 
and artificial, because we here approach so closely the roots of 
human existence. When verbal description is necessary, how- 
ever, the statements should be as concrete as possible. They must 
convey the sense of instant contact and recoil with life situa- 
tions. For instance, in hearing a piece of music one does not 
establish its form and stylistic consequence; this follows from 
his minute observations of rhythmic pulse, melodic contour, 
harmonic progression, tonal color, dynamic contrast, and so on. 
One does not experience sonata form; rather he learns to identify 
it through direct perception of tonal materials and verbal ex- 
planations, 

If a student is to understand musical forms or to acquire 
any other species of musical behavior, therefore, the teacher must 
have some idea of the proper experiences, He should not blankly 
expose the student to music. It is too often believed that more 
and better music, the latest teaching methods, and the best in 
equipment and facilities will automatically produce better musi- 
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cianship, This is not so. These tools are haphazard in their effect 
unless the teacher first outlines the kinds of experience which 
he wishes to evoke. 


The Selection of Experiences 


When introducing new material and visualizing the pos- 
sible problems, teachers are forced to consider the reactions de- 
sired of the students; the formal selection of experiences is 
merely a careful and reasoned extension of that ordinary process. 
The teacher examines each of his objectives, listing the kinds of 
experience which he deems necessary to produce it. 

Each class is operated in a characteristic fashion which affects 
the perception of the students. For instance, the study of music 
literature is approached rather analytically in the theory class, 
while a freer approach is generally used in the school chorus. 
Students in music theory might be (1) discovering the tech- 
niques employed by composers, (2) analyzing the process of 
scoring, and (3) testing their ability to express musical ideas. 
The members of the chorus could be (1) noting the effects 
of various idiomatic techniques, (2) determining the character- 
istics of specific forms and styles, and (3) conceiving interpre- . 
tations in keeping with broad structural ideas. 

Note that these are rather obvious things for students to do 
if they are to understand music’s construction. Nevertheless, 
choral directors commonly repress insights into the effects of 
music with their insistence upon details of execution; theory 
teachers easily devote their energies to prescribing rules and 
methods rather than stimulating true analysis. There is a great 
advantage in a simple outline of desired experiences as a basis 
for the organization of instruction. 

In constructing this list the teacher must rely primarily 
upon his own experience and best judgment. He must analyze 
how he and his previous students have traveled the road to mu- 
sicianship. There is little definitive research to depend upon, 
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though ideas are to be found in courses of study published by 
the various state departments of education.? 


ORGANIZATION OF THE MUSIC PROGRAM 


The music program is conducted in segments, year by year and 
class by class. Each level and phase of the program right- 
fully fulfills a unique function in relation to the entire program. 
It behooves the music educator to plan accordingly, so that the 
experiences of students are naturally progressive and reinforc- 
ing, and not unrelated. A well-planned sequence and a natural 
division of musical activity are a necessity; instruction must be 
clearly outlined and yet remain inherently flexible. 


Sequence 


It is comparatively easy to create a logical sequence for the 
program based upon one of the more concrete elements of in- 
struction. Broken down into assimilable bits of information or 
topics, subject matter has served as a convenient framework 
upon which to build sequence. Likewise, musical skills have 
_ been reduced to a developmental pattern which provides an or- 
derly sequence. The only difficulty is that students often over- 


step these bounds, showing little regard for the supposed pre- 
requisites, Anderson states: * 


The content of the curriculum can be divided into (a) skills 
and knowledge, which are reasonably specific and are acquired 
by continuing practice under formal conditions, and (b) gen- 
eral complexes of skills, knowledge, attitude and understand- 
ing that are gradually acquired through life experience. Re- 


*See the list of curriculum guides at the end of the chapter. 
3G, Lester Anderson, “Problems of Method in Maturity and Curricular Studies,” 
Child Development and the Curriculum, National Society for the Study of Educa- 


tion Thirty-eighth Yearbook, Chicago, 1939, part I, p. 420. Reprinted by permis- 
sion of the publisher. 
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search has shown that these complexes are built up gradually 
rather than suddenly and that emphasis should be thrown, not 
so much upon a particular or precise location of instructional 
content, as upon methods and materials adapted to the age and 
maturity of the child. 


As a matter of fact, students are introduced to the con- 
cept of dotted notes early in their schooling and are still learn- 
ing about them when they graduate. It is not the knowledge 
of dotted notes or skill in performing them which is sequential, 
but rather the experiences with this musical concept which are 
actually progressive. There is a natural sequence that can be 
produced through proper introduction of activities, subject 
matter, musical materials, and teaching method. 

The clue to programmatic sequence lies in human psychology. 
A child does not learn to speak through identifying nouns, pro- 
nouns, and verbs and diagramming sentences; he becomes ac- 
quainted with objects and forces in his immediate environment, 
develops concepts, and applies them, steadily extending his 
facility to express his thoughts. So it is in music, A student in- 
vestigates music as it exists and develops an acquaintance with 
its usage and vocabulary; he arrives at many conclusions about 
music and tests and refines them. This may appear to be a 
jumbled process, since investigation in one area proceeds in 
hand with experimental application in another; the child is in- 
vestigating note values while he is testing his ability to sing 
them. Nevertheless, this is the sensible basis upon which to plan 
instruction. 

It is manifestly impossible to outline a rigid series of experi- 
ences in music education; such a plan would be as artificial as 
any sequential system now in use. The real control of sequence 
lies in the proper use of teaching method and musical materials. 

It is pointed out in Chapter 8 that learning activity should 
be from concrete to abstract. This means, first, that musical 
materials at the various levels of instruction should be pro- 
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gressively more complex and subtle, demanding ever finer 
perception and performance. Secondly, the teaching methods 
must be designed to meet this challenge. The younger child 
must be caught up in the raw material of sound and music; 
gradually he must be led to consider what is occurring and how 
he can best refine and apply his musicianship. Teaching methods 
should progressively call forth more thinking and independent 
action from the pupils. 

Fundamentally, the elementary school pupil needs an orienta- 
tion in the musical art; he must be led into activities which im- 
mediately engage his talents in dealing with a great variety of 
music. He does not need such activities as breathing exercises, 
rhythmic drill, scale building, or key memorization; these are 
systematic and remedial measures. When the same student later 
elects special instrumental instruction he enters a new phase of 
the program and explores the special problems of instrumental 
performance. Even the college freshman electing a musical vo- 
cation needs a period of orientation, since he will be working 
within a new and different context. 

As this background takes shape the student should be caused 
to consider the rule, the classification, and the proper technique. 
For instance, he should be able to analyze the characteristics of 
a good tone and the methods of producing it. Such experiences 
can be promoted in any phase of instruction—in group re- 
hearsals, listening sessions, solo and ensemble appearances, class 
discussions, and so on. 

The sequence of experience inexorably moves toward active 
experimentation or testing of the generalizations which the stu- 
dent has developed. The student needs wide latitude in the 
selection of repertoire, the development of interpretations, and 
in the various projects which he may undertake in listening, 
research, and composition. The student needs no less skillful 
direction at this stage, but he can profit by independent oppor- 
tunities to rehearse and conduct musical groups, to repair his 
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own instrument, and to diagnose his problems in embouchure, 
tone quality, and intonation. He needs to exercise his own 
judgment concerning the style and usage of the various com- 
posers and to test his ability in writing music. His experiences 
must involve the application or execution of his own musical 
ideas. 

The music program outlined on this basis cannot produce 
a rigid course of study; it does, however, give adequate clues to 
appropriate methods and materials at any point. The beginning 
violinist, for example, needs many playable tunes and basic 
information regarding good playing habits and care of his in- 
strument. Later, specific solos and exercises are introduced in 
order to refine his musical style and technique; significant facts 
are used in clarifying his concept of the structure and aesthetic 
content of music. Solo and ensemble appearances must even- 
tually be arranged in which he must take the initiative in solv- 
ing the problems of performance. 


Divisions of the Program 


The various subjects or titles of courses and the time and 
credit allotted to them are ordinarily considered of great im- 
portance. For many people they actually define the music pro- 
gram. In actuality, however, they only define the type of ac- 
tivity to be pursued. The essential point is that musical experi- 
ences can occur within nearly any pattern of courses. Although 
a student generally expects to sing in a school chorus and to 
study music’s construction in the theory class, there is much 
overlap in function; the student should be able to gain much 
theoretical knowledge without taking a course in theory per se. 

These categories are a matter of convenience. It happens that 
an acquaintance with advanced choral literature is not so easily 
achieved in a general class but is more adequately handled in a 
group especially organized for that purpose. There are other 
natural approaches to musical study—such as band, orchestra, 
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music theory, and music history—but no single pattern fits all 
circumstances. 

It has been found wise in the elementary school to integrate 
all aspects of musical study; the need for specialization is not 
great and the experiences of the students are essentially investi- 
gative. Hence, the structural and historical phases of music 
can be profitably handled in connection with active listening 
and performance. Where qualified, the regular classroom teacher 
teaches music, but instrumental instruction is often handled 
separately in the upper grades by a specialist. 

The general music class in secondary schools is an extension 
of this elementary school pattern. Many students never spe- 
cialize in any particular phase of music but do desire to advance 
their understanding of the art. Properly, this is not an apprecia- 
tion class; it should offer a balanced approach to musicianship 
through an extensive study of a variety of musical literature. 

Many high school students, however, also need the oppor- 
tunities afforded by special performing groups. The high school 
band, orchestra, and chorus are organized, along with the neces- 
sary preparatory groups and supplemental small ensembles. 
Theoretical and historical understanding are properly developed 
in this context, although special classes are sometimes offered 
in these fields. 

College music programs, falling heir to both the general and 
the preprofessional student, are characteristically divided into 
many forms of activity. The performing groups are continued 
at this level, and there is a general music class called Introduc- 
tion to Music or Music Appreciation. Vocational specialization 
leads to intensive private study and branching of the theoretical 
and historical subjects. For example, one finds harmony, sight 
singing, keyboard harmony, counterpoint, form and analysis, 
orchestration, and composition—all being special aspects of mu- 
sic theory. It is immediately apparent that any of these courses 
must deal with content borrowed from the others. 
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Seeing this, many institutions offer unified courses in music 
theory, and experiments have been made in the further inclu- 
sion of music history and form within this basic core.* It is like- 
wise possible to teach conducting and beginning instrumental 
techniques as integral parts of an expanded course in methods of 
teaching music. 

The actual division of musical subjects at any level of school- 
ing should be determined on the basis of practical considera- 
tions. The shape of the daily class schedule and the backgrounds 
of the teachers themselves will indicate the proper grouping of 
experiences. But no music course should be considered an indi- 
vidual discipline, complete in itself; the teacher studies the type 
of activity involved, identifying immediate objectives which 
can contribute to the central objectives of the program and 
which may be attained within the time and facilities available. 


Differentiation of Instruction 


Students vary widely in intelligence, personality, and musi- 
cal aptitude; furthermore, their individual backgrounds of mu- 
sical experience are unique and tend to grow more divergent 
with maturity. These facts demand great flexibility in the music 
program. The objectives of music education, fortunately, may 
be attained by different paths. For instance, one person may 
achieve broad musical taste by the simple expedient of listen- 
ing and comparing styles; another requires active performance 
of many works over a period of years. 

As a matter of fact, a rigid program wherein all students 
are exposed to the same factors inevitably produces a wide 
variation in experiences. This is due to the different perceptions 
of students and their varying power to react. A flexible pro- 
gram, catering to these differences, should actually produce 
more consistent outcomes. 


“The Julliard School of Music, The Julliard Report on Teaching the Literature and 
Materials of Music, W. W. Norton & Company, Inc., New York, 1953. 
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Methods for meeting this challenge have included (1) ability 
groupings (special sectioning), (2) homogeneous grouping 
(special-interest groups or electives), (3) remedial treatment, 
(4) extracurricular activities, and (5) individualized learning. 

The widespread use of these methods is notable. We schedule 
beginning, intermediate, and advanced performing groups; 
small ensembles are formed; assistance is offered to student- 
organized projects; individuals are coached in their special 
difficulties, 

Actually, group rehearsals are inherently suited to the flexible 
approach. While the American history students all hear the 
same lectures and read the same text, members of an orchestra 
play different parts. It is true that all must play at the same 
time and must be under firm control of the conductor, but an 
utter beginner is often found seated beside a polished performer. 
The talents of both are used and developed. The energy one 
uses in learning his part is devoted by the other to helping other 
players, leading sectional rehearsals, tuning the group, manag- 
ing the library, or preparing special solos. Most well-run school 
musical organizations exhibit the properties of a true learning 
laboratory or workshop. 

There are at least three good reasons in support of this idea: 
(1) concerted action gives added definition to problems; 
(2) the group helps to discover and avoid individual errors; 
and (3) group planning and working fosters interdependence 
based upon individual specialties, 

This general idea can be profitably extended to the more in- 
tellectual phases of musical study. Music theory and history 
need not be conducted as dry revelation of facts but can be 
approached through student research projects and informal 
critiques. Results should include stronger definition of goals, 
initiative in seeking information, better pacing, and enlightened 
self-evaluation by the students. 
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Outlining Instruction 


The official courses of study drawn up by state committees’ 
or by local music supervisors are only of supplementary value 
to the instructor. These outlines are best viewed as samples, since 
the objectives cannot possibly fit each particular instance nor 
can the detailed procedures cover each specific situation. The 
individual teacher, having helped plan and organize the entire 
music program, must carry this process to its logical conclu- 
sion: he must plan and execute the instruction in his particular 
sector. 

A course outline is a practical plan for producing the desired 
experiences, through setting up the proper educative environ- 
ment. Without it, one easily reverts to drill and testing of the 
ability to read music, follows the textbook, or simply prepares 
his students to perform a series of concerts. It is necessary to 
plan creatively if the program is to be consummated. 

A good course outline may be quite informal and its style 
depends upon the one who constructs it. One simply determines 
the ends to be reached and means to reach them. Plans may 
take the form shown on the following page. 

Other teachers prefer to organize instruction in terms of 
units or central problems which are more or less self-contained, 
each with its distinctive pattern of development.® Basically the 
same design is used, but the periods of study are defined in rela- 
tion to the topics themselves, such as music and the dance, 
music and the theatre, music in the church, folk music, chamber 
music, and symphonic music, Such a plan works well in the 
highly integrated curriculum, in the general music class, and 
in the more intellectual phases of musical study. The concerts 
themselves become the units or nodes of activity for the per- 
forming groups. 

"William H. Burton, The Guidance of Learning Activities, Appleton-Century- 
Crofts, Inc., New York, 1952. 
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Course objectives 
1. 
2. 
3. 
etc. 
Types of activity to be employed 
(general assignments, projects) 


etc, 


First week Second week Third week 

Kinds of experience 

to be stressed 
Materials 

(books, music) 
Topics 

(central facts and beliefs) 
Procedures 

(method of presentation) 
Evaluation 

(evidences of progress 

toward the objectives) 


What matters more than the form of the outline is that the 
various elements of it be legitimate. Objectives must be true 
expressions of musical competence, and the experiences named 
must be natural reactions to specific circumstances. Materials, 
subject matter, and method must bear an obvious relationship 
to the experiences desired. For instance, cheap, manufactured 
tunes, analyzed phrase by phrase, cannot lead to valid experi- 
ence in observing good melodic contour; neither will the hear- 
ing of highly advanced compositions, unattended by the proper 
background and explanations. The course outline should serve 
to ensure that this sort of thing does not happen. 
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IMPLEMENTING THE PROGRAM 


Although the elements in planning and organizing the music 
program have already been outlined, it is clear that the actual 
process of engineering the change is another matter. The music 
program is an integral part of the school curriculum, which is 
itself an expression of the ideas and practices of the community, 
the students, school officials, and individual teachers. No one 
person, therefore, can successfully revamp the music program; 
it is only possible to initiate moves which will involve other 
people in the task and to guide these efforts toward eventual 
improvements in the program. 

There are several characteristic forms of curriculum revision. 
Most often, one or more music teachers undertake to create new 
patterns of instruction, automatically influencing the remainder 
of the program; such proceedings often go unrecognized as 
curriculum efforts. In other instances the music program is re- 
viewed as a unit, which process employs the sustained efforts 
of the entire music staff and the affected classroom teachers. 
Yet again, full-dress proceedings are inaugurated in the entire 
school system and cover every subject area and grade level; the 
influence of the community is sought by means of open forums, 
opinion polls, and everyday discussion. In all circumstances, 
basic responsibility for the music program still rests with the 
music specialists and classroom teachers, 


Techniques for Program Change 

Any attempt to improve the music program requires steady 
investigation and experimentation. Only in this way can con- 
viction and know-how be developed, so that new ideas may be 
put into effect. Means must be found to involye everyone con- 


cerned with the program. 
One approach is to initiate a survey of existing practices in 
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other schools and a study of established patterns recommended 
by accrediting bodies or authoritative commissions, Representa- 
tives or experts may be called in to review the local program 
and recommend changes. Comparisons are made, ideas are tried, 
and evaluation of results leads to further adjustment. This ap- 
proach usually results in little more than revision of schedules 
and addition of facilities and staff. The teachers themselves may 
not understand what they are trying to accomplish. 

It is also possible to depend entirely upon local resources, 
setting up workshops and committees which do basic research. 
There may be study of psychological findings, a gathering of 
data concerning the activities of the school’s graduates, and the 
establishment of objectives. Musical offerings may be realigned 
and a general course of study created. Such measures work well 
when there is sincerity and conviction and the need for change 
has been demonstrated. Materials useful in this kind of approach 
are often available from state departments of education, for 
instance, the Illinois Curriculum Program Consensus Studies.® 

Successful revision of the music program, however, usually 
proceeds in more indirect fashion. School personnel are inter- 
ested in the problems at hand, and the solution of these provides 
the impetus for cumulative changes in the program. 

The problems exist ready-made in any school. Students may 
not be learning to read music properly; there may be difficulty 
in securing personnel for the performing groups; public apathy 
toward school music activities may exist. Since teachers can 
recognize such problems, it is comparatively easy to secure their 
Cooperation in investigating the causes. In essence, this is an 
evaluative process, Recognition of the problems just mentioned 
Suggests that participation in and support of musical activities 
are vital objectives; data are therefore gathered concerning the 
effectiveness of the program in gaining them. Once this is done, 
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the needed changes in instruction are more readily achieved, 
and there is a better climate for further investigation and 
change. 

For example, public apathy toward musical activities may be 
traceable to weak development of musicianship in students and 
in their parents before them. Contest winning, spectacular half- 
time shows, or high-pressure salesmanship for music cannot, in 
themselves, alter this circumstance. Parents must be able to see 
evidence of musical development in their children, Do they 
practice regularly, purchase good recordings, tune in on musi- 
cal broadcasts, look forward enthusiastically to school musical 
events, and so on? Demonstrable lack of these traits in children 
builds pressure for more extensive materials, more inspirational 
rehearsals and discussions, and a wider variety of concerts and 
public appearances, 

Discovery of basic problems, investigation, and development 
of deliberate corrective measures do not occur spontaneously. 
Some form of group study must be initiated, perhaps accom- 
panied by intensive observation and testing of students. Com- 
bined concerts or projects may stimulate evaluation and com- 
parison. One of the best means of building pressure for change 
is the demonstration class. One class or musical organization is 
thrown open to staff scrutiny; objectives are stated, the pattern 
of instruction is outlined, and data on results are carefully 
gathered and interpreted. Teachers naturally translate proven 
concepts to their own situations, and the frame of reference for 
further investigation is thereby established. 


Personnel in Curriculum Change 


The traditional roles of school personnel fit admirably into 
the process of program development; indeed, the various school 
positions have largely evolved to conform to this process. Per- 
sonnel on three levels are primarily involved: (1) the titular 
head of the school unit (superintendent, principal, college pres- 
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ident, or dean); (2) the effective leader of the, music program 
(music supervisor, consultant, or department head) ; and (3) 
those entrusted with musical instruction (music specialists and 
classroom teachers). 

The Head of the School System. The head of any school sys- 
tem is directly responsible for providing the setting for music 
instruction, a task which necessarily involves organization and 
control of the music program. He is ultimately concerned with 
the objectives of that program, its outline, the materials used, 
and the facilities employed. He must help foster any moves in 
the direction of a better music program. These matters are 
more fully discussed in Chapter 9. 

The Music Supervisor. Because he is closer to the daily prob- 
lems of instruction, the music supervisor has a crucial role in 
any healthful development of the program. His task is to im- 
prove instruction, largely through program development. 

The music supervisor should be constantly engaged in study 
of the program itself, observing and testing the students, dis- 
cussing problems with the teachers, and consulting with parents 
and visitors. He spotlights problems and encourages the evalua- 
tion of the program or particular segments of it. 

The evaluative process requires careful guidance. Teachers 
need to be assisted in gathering evidence of their pupils’ reac- 
tions and in determining what these data mean. If marked 
weakness in musical discrimination is found, for instance, the 
staff must be led to define the qualities of good music and the 
attributes of good taste. 

Accompanying this effort, the supervisor stimulates the ex- 
amination of instruction. He helps judge the musical composi- 
tions used and the ways in which they are taught. New mate- 
rials are recommended and new procedures are suggested. Ideas 
which show promise are passed around and tested. The changing 
pattern is consolidated and outlined. 
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The results of all this effort cannot be put into operation 
without further aid from the supervisor. An individual teacher 
may need assistance in devising specific plans for daily classroom 
activity. He may find it necessary to rearrange schedules and 
course offerings. If the situation requires new sets of music 
books, additional recordings, or more classroom space, he must 
undertake to secure them. 

As changes in the program materialize, the supervisor stands 
ready to help meet unlooked-for problems. He must overcome 
misconceptions and guard against the misapplication of plans. 
In this task of steady observation, however, he is already be- 
ginning the job of reevaluation, pointing toward further im- 
provements in the program. 

The Teacher. The role of the teacher in revision of the music 
program should by now require only brief explanation. Only 
the teacher has the fundamental power to change the program 
by altering the daily use of content, method, and musical ma- 
terials in his classes. He can do this whether or not the sugges- 
tion is made. 

A great number of teachers, however, have established a pat- 
tern for their own instruction which they consider inviolable. 
In years past they have experimented and feel they have found 
the most practical system for their own use. They may actively 
resist any investigations which threaten to affect them, perhaps 
fearing that the primary result will be some form of teacher 
rating. This attitude is a major stumbling block to healthful 
program revision. 

The teacher should realize that his job includes more than the 
skillful presentation of his particular subject. An orchestra 
director is not simply an orchestra director. He has accepted a 
responsibility to society and to his pupils which implies the 
quest for a better and stronger educational impact. He cannot 
in conscience avoid involvement in program development. 
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It is therefore a prime responsibility of the teacher to join 
in the investigation of the music program and the determination 
of its objectives. He should maintain an experimental attitude 
and incorporate worthwhile ideas into his own pattern of in- 
struction. He should inform the supervisor of difficulties as they 
arise. Such action, when the supervisor also fulfills his obliga- 
tions, ensures the full communication necessary to valid pro- 
gram development. 


The Sequence of Program Development 


The natural progress of activity toward a better music pro- 
gram has been implicit in our discussion. It may be conceived in 
terms of these steps: 


Steps in curriculum 


development The music supervisor The music teacher 
Discovery of the Carries out testing and Investigates the music 
need for an im- research program as it stands 


proved program Records student activ- Weighs data concerning 

ity and achievement the musical compe- 
Stimulates staff to rec- tence achieved by 
ognize major prob- students 
lems and their rela- Makes tentative judg- 
tion to the music ment of the strengths 
program and weaknesses of the 
music program 


Delineation of pro- Prepares reference ma- Examines curricular ma- 


gram objectives terial, bibliographies terial 
Encourages staff study Investigates philosophical 
and research and sociological evi- 
Outlines proposed ob- dence pertaining to the 
jectives outcomes of music edu- 
cation 


Joins in the collective de- 
cision about the valid- 
ity of each objective 
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Steps in curriculum 


development The music supervisor The music teacher 
Selection of experi- Spotlights specific Considers the educative 
ences classroom activities uses of each type of 
and their effect musical activity 
upon students Defines actual experiences 
Encourages experimen- designed to produce 
tation specific objectives 


Organizes worthy 
practices and sug- 
gestions into an or- 
dered pattern 


i ee T as T T Mam 
Organization of in- Arranges for necessary Develops specific objec- 


struction alterations in offer- tives for each of his 
ings and schedule classes 
Works with teacherin Isolates the experiences to 
building instruc- be promoted therein 
tional plans Creates a consequent plan 
Sees that needed equip- for the use of particu- 
ment and facilities lar musical composi- 
are made available tions and factual ma- 
terial 
Plans actual classroom 
procedures 
Determines methods of 
evaluation 
FO ENEAN E A N E EE Pele ss ee 
Operation of the re- Observes changing Carries out instructional 
vised program classroom activity plans 
Assists as special Observes students’ reac- 
problems arise tions and alters pro- 


cedures as required 
Provides flexibility of ac- 
tivity as needed by stu- 
dents 
Evaluates the progress of 
students toward de- 
clared objectives 
EEN Ae T e a AE 
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The outline given above must not be interpreted too literally. 
A music program does not evolve by discrete stages but remains 
in a complex state of balance. While the program is in operation, 
it is being evaluated and reorganized. There is no time limit on 
experimentation and discovery. At the time new patterns are 
being installed, investigation of older practices may be just 
commencing. Program development is a cyclical series of 
operations, each proceeding at its own pace. 

The person who wishes to set about revising the music pro- 
gram therefore begins at any logically indicated point in the 
cycle. Perhaps there already exist recognition of certain needs 
and a pretty fair idea of objectives in one area. For example, 
performing skills may be rather well defined, and one can go 
on from there to the consideration of better means to achieve 
them. On the other hand and at the same time, problems in the 
creative aspects of music may be lying dormant, requiring much 
preliminary investigation. The encouraging thing is that as 
people work with the music program they learn, and succeeding 
effort becomes more productive. 


PRINCIPLES OF PROGRAM DEVELOPMENT 


The entire task of building and implementing the music 
program can be summarized in terms of guiding concepts or 
principles. Ten principles of program development are given 
below: 

1. The program should be conceived in terms of individual 
educative experiences. People learn only by means of experi- 
ence; at every instant one is responding to his environment and 
learning by this means new ways of meeting life’s situations. 
The business of the school is to arrange the conditions so that 
educative experiences will develop which are conducive to de- 
sired kinds of behavior. This depends upon knowledge of the 
students and of the proper use of methods and materials. A stu- 
dent, for example, may be listening to an unaccompanied Bach 
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cello sonata. If he is a cellist who has already studied the work, 
both he and his environment are quite different from another 
who has no prior acquaintance with the piece; his actual experi- 
ences will be quite different also. Listening to music is involved 
in either case, but the one student brings a knowledge of tech- 
nical and stylistic usage, the structural development, and an 
actual understanding and anticipation of the sounds as they 
are scored. This person is in a better position to visualize the 
actual tonal relationships, to judge the quality of interpreta- 
tion, and to discover the expressive meanings of the music. 
These are crucial experiences in the development of musical 
taste and understanding. 

2. The program should be determined on the basis of the ob- 
jectives. Although a great many experiences may be desirable, 
the time allotment for the music program is insufficient for the 
attainment of the objectives unless the program is definitely 
geared to them. 

Experiences are related to the objectives by a process of log- 
ical inference. Beginning with any specified quality of musical 
behavior, one plans for the types of experience most clearly re- 
lated to it. 

3. The program should be developed in terms of the most 
favorable means of student learning. The program must be set 
up in such a way that the pattern of experiences will have the 
utmost impact upon the student. Dewey has proposed that the 
program will be most effective when there is continuity and 
interaction between experiences.’ A very similar concept is that 
of Mursell, who calls the developmental experience “arresting, 
impelling, revealing, fulfilling, and conscious.” ® 

In keeping with this principle, one finds these characteristics 


in the effective music program: 
‘John Dewey, Experience and Education, The Macmillan Company, New York, 


1938, chap. 3. 
® James L. Mursell, Education for Musical Growth, Ginn & Company, Boston, 1948, 


p. 101, 
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a. Instruction is planned to stimulate new needs, interests, | 
and useful problems. 

b. The student is assisted in defining his own goals and in 
choosing the means to attain them. 

c. The student is given access to rich and varied resources in 
solving his problems; he is shown how such facts are used, when 
certain usages apply, the relative merits of various techniques, 
and why particular generalizations hold true. 

d. Activities are focused upon a clear purpose. 

e. Evaluation is stimulating and continuous. 

f. There is opportunity to extend and perfect the meaning of 
experience through practice. 

4. Program development is based upon continuous evalua- 
tion. Is the program accomplishing all that is intended? To 
what extent is the actual program fulfilling its theoretical 
promise? How nearly are the objectives being attained? What 
improvements are indicated? 

A great mistake is made in assuming that a program is fairly 
evaluated in terms of hours required, subject matter introduced, 
materials provided, qualifications of teachers, available equip- 
ment, practice facilities, budget, and so on. These matters may 
be beautifully arranged and yet fail to produce adequate out- 
comes. A music-education program is judged in terms of its 
objectives; then, as factors in creating those outcomes, the ac- 
tions undertaken by staff and administration, the provision and 
use of course time, materials, facilities, and money may be con- 
sidered. Only through the realization that the students are not 
reaching certain specific objectives may intelligent provision be 
made for revising and strengthening certain areas of experience, 
so that the program may indeed develop progressively. 

5. Program development should involve everyone rightfully 
concerned with that program. Arbitrary change in the music 
program by a supervisor or director is utterly futile. Real 
change is effected only through altering the purposes and ac- 
tions of the teachers and their students; these in turn are some- 


The Music-education Program ; 203 


what dependent upon the attitudes of the administration, fellow 
students, parents, and the community. Hence, it is important 
that all these people be drawn into the effort to improve the 
program. The problem can be approached in the spirit of gen- 
eral investigation and inquiry; this can be done by very infor- 
mal means. 

6. Program development should be evolutionary, rather than 
revolutionary. An entire music program, currently operating, 
should not be discarded simply on the theory that it is out- 
moded, for it is evidently a result of much previous experimen- 
tation and has at least partially accomplished its mission. There 
are many features in any music program which require only a 
few specific alterations; this will create better results than 
wholesale revision. 

In the long run, program development depends upon teacher 
improvement. Unless there is to be wholesale hiring and firing, 
an improving music program means reeducation of the teach- 
ing staff. This is partly accomplished through teacher participa- 
tion in program construction. Improvements should be put into 
use immediately so that their effect may be evaluated and thus 
exert pressure for further change. 

7. The music program should consist of an orderly sequence 
of experiences. Since the various musical activities, subject mat- 
ter, and materials are only elements of the program, they should 
not be used for the primary determination of sequence. One 
must plan for the kinds of experience which the student can 
achieve at a particular stage in his musical education. The nat- 
ural progression is from general investigation toward formation 
of specific generalizations and concludes with deliberate action 
or testing of the acquired beliefs. This cycle occurs with the 
introduction of new material at any level of the program. 

8. The music program should be divided into series of re- 
lated forms of activity. The usual pattern of courses has been 
found satisfactory for the teacher and student in carrying out 
their purposes and tasks. If there is any persistent error in this 
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regard it occurs in the professional programs, in which special- 
ized courses proper to the various curricula are often transposed 
to an unsuitable role in other professional programs. 

There are only a few fundamental approaches to the art of 
music. If one wants to deal with a piece of music he must either 
listen to it, investigate the historical and cultural facts which 
may be connected with it, study the way it is constructed and 
scored, or perform it. 

The public school music program thus falls naturally into 
three areas—the study of musical performance, musi¢’s con- 
struction and organization, and its historical and cultural back- 
ground—and listening to music is an integral function in each 
of these areas. 

At the collegiate and graduate levels there is a further break- 
down of the activities. Future musical theorists and composers 
can gain from the special study of musical form, orchestration, 
and harmonic and contrapuntal techniques; they will also find 
it valuable to burrow and delve into certain aspects of musical 
performance and history. An analogous procedure is indicated 
for the future performer, conductor, teacher, or musicologist. 
It must only be stressed that undue proliferation of courses only 
destroys the essential integration of the program which is so 
often successful in the public schools. 

For instance, the topic of instrument care and repair may be 
much more intelligently and efficiently handled as the problem 
arises in connection with actual performance than as a theoret- 
ical course based on mock problems, It is likewise difficult to 
study harmony without reference to ear training and even 
harder to keep counterpoint strictly separate from harmony and 
musical form. Subdivision of the music program should occur 
at the point where new and valuable qualities of experience can 
thus be made available to the student. 

9. The music program should allow ample scope for the 
unique and individual pattern of experience. The variables in 
the make-up of each individual—physique, intelligence, experi- 
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ence, personality, attitudes, purposes, etc.—are closely akin to 
the factors which determine readiness, These differences create 
real differentiation in the program. It is far better if instruction 
is deliberately geared to such flexibility. 

10. Each segment of the music program should be outlined 
in terms of the practical elements of daily instruction. Defini- 
tive instructional plans are essential unless the teacher foresees 
a sort of free-activity atmosphere or intends to follow and ex- 
pand upon textbook materials. Without some practical outline 
for daily reference the most beautifully thought-out program 
can relapse to a simple exposition of whatever the individual 
teacher happens to know and believe. 

When the teacher personally creates this instrument he can 
then understand it, use it, and adjust to the actual circumstances 
of instruction. He needs to develop specific objectives for the 
particular course; the activities, subject matter, and materials 
need to be considered in relation to the necessary experiences; 
teaching procedure needs definition; and evaluative techniques 
must be chosen. 


OPERATIONAL LEVELS OF THE MUSIC PROGRAM 


Each level and phase of the music program is, of course, a 
study in itself, A tremendous volume of useful information and 
applied experience has grown up in each of these areas. This 
material is available from many sources. All that can be done 
here is to indicate the shape of the music program in terms of 
some general conclusions which follow from the principles that 


have been discussed. 


The Music Program in the Elementary School 

Music in the elementary school is essentially a program of 
general music. That is, its proper objectives are the musical 
competencies needed by any citizen—whether music becomes a 
career or an avocation. These are outlined in Chapter 6. 
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In keeping with the principles of programmatic sequence, the 
students’ efforts at this level should be largely investigative of 
all the aspects of music as it affects the individual and makes its 
appearance in society. This broad approach is achieved most 
effectively by pursuing in combination all the legitimate musical 
activities, The student sings, plays, responds rhythmically and 
creatively, and listens to music—and in each instance he should 
be noting various features of musical organization and stylistic 
content, 

This basic orientation in music must not be upset by early 
insistence upon rules and beliefs about music. Gradually the 
student does acquire certain technical controls and reading 
ability. These, however, are outcomes of maturation and earlier 
experience—not evidence that the student has launched a pro- 
fessional career or should necessarily be exhibiting an intellec- 
tual grasp of the art. 

The usual music program lays great emphasis upon outcomes 
in performance. Nevertheless, these ends are often conceived 
only in terms of the student’s level of proficiency, It is necessary 
to consider also his understanding of problems in performance, 
his attitudes toward the performance of himself and others, and 
the habits which will sustain his musical progress. 

Thus, before the young violinist can acquire fluent bowing 
and fingering technique, he needs to achieve an appreciation of 
the instrument’s beauty of tone and an active desire to become 
a good violinist. The kindergarten child must learn to anticipate 
singing as a pleasurable activity. Such objectives are not only 
prerequisites to technical development but are also continuing 
goals of schooling. 

The objectives of performance in school music are not the 
same as those of the private studio, The idea is not to emphasize 
performance per se but to view singing and playing as means 
to developing broad musicianship. 


If the proper musical development is to be ensured for each 


‘ 
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child it is not enough to sing joyously, clap and dance, and 
listen, any more than it is profitable to beat musical facts into 

. children’s heads. Instead, the various musical activities need to 
be examined carefully in order to see what useful experiences 
they might yield; this must be followed by a deliberate at- 
tempt to foster such experiences by means of the actual music 
to be used, the mode of presentation, and the needful informa- 
tion which can be brought to bear. 

Singing has been the staple fare of elementary school music 
for a number of reasons. Not least among these is the fact that 
rather artistic results can be obtained with a minimum of tech- 
nical training. That is to say, we can take a meaningful text and 
beautiful melody and breathe life into them with very young 
children. We should stress rhythmic impulse and fine tonal 
perception; the effect should be expressively plastic, warm, and 
rich. 

Real music of lasting value can be found to replace those 
synthetic creations which are so often supplied the child. Songs 
should never be difficult in the sense that they are labored over, 
although it is sometimes surprising how difficulty melts away 
when members of the class bring real purpose to their perform- 
ance, Good vocal habits and tone quality must be promoted 
without a great deal of conscious attention by the pupils, and 
song presentation must not become ritualized but fitted to the 
requirements of each song. s 

Playing activities are particularly good in establishing con- 
cepts of musical ensemble and offer special advantages in de- 
veloping reading skill. Instrumental work becomes the primary 
road to musicianship for many pupils. 

Ideally, all students should have full opportunity to attempt 
any and all instruments. Because of a lack of time and money, 
however, we are forced to supply a general background in the 
preorchestral instruments and then to offer a choice of the 
standard instruments. It is tragic that even this much is often 
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not achieved. If there is such a thing as musical talent, it is 
probably best manifested in the unusual affinity of certain indi- 
viduals for particular instruments, yet an appalling number of 
children are given no opportunity to work with the string and 
keyboard instruments. 

Instrumental instruction should be conceived as a continuous 
process from kindergarten on to the completion of schooling. 
It begins with rhythmic activity, record listening, keyboard ex- 
ploration, and experimentation with the easy-to-play instru- 
ments in the general music program, 

Elective beginning classes in piano, strings, and band instru- 
ments should be open to students of the middle and upper 
elementary grades. Teachers should not recruit, in the sense that 
they select students on the basis of some test and prescribe the 
instruments which will later assure the proper instrumentation 
of the high school groups. The choice of instruments should be 
on the basis of student preference, qualified by obvious handi- 
caps; then, those whose progress is unsatisfactory should be 
allowed to transfer to another and perhaps more useful in- 
strument. 

Rhythm is, of course, a primary element in music, but special 
rhythmic activities are devised in the elementary program in 
order to ensure a sensitivity and freedom of rhythmic response. 
These activities may take many forms, so long as the metrical 
aspects are not unduly emphasized. When properly handled, 
rhythmic expression becomes one form of the so-called “creative 
activities.” 

The musical creativity of students is seldom done justice. 
Although most elementary schools sponsor certain creative ac- 
tivities, outcomes are often vague and poorly defined. Usually, 
these attempts consist of recitation of poetic lines while, phrase 
by phrase, the children suggest certain tunes. This is “composi- 
tion by consensus.” Such sterile activity is happily forgotten 
at the secondary level but with little to take its place. 
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It is no wonder that musical creativity is largely practiced 
sub rosa. The schools literally force students into out-of-school 
.jazz groups where creative freedom holds greater sway. 

Creativity is generally misunderstood. It is manifested both 
in the ability to create music in formal fashion and in the abil- 
ity to improvise and embellish. Few products of our schools 
can do either thing. Music history tells us this has not always” 
been so, but it is a natural result of the increasing complexity 
of our lives and of our music. We emphasize the perfect rendi- 
tion of music and the intellectual rather than the emotional 
and exuberant aspects of performance. Consequently, we de- 
liberately suppress the natural desire to sing and play by ear; 
we frown on the embellishments which trumpet players like to 
add upon occasion; we smile patronizingly at student efforts to 
emulate the professional composer. Simply because creativity 
demands a certain facility is no reason why ordinary musical 
activity cannot be approached in a creative manner. 

It has been well said that musical creativity is not taught; 
it is allowed to happen. Young children take delight in em- 
bellishing melodies and improvising harmony parts and accom- 
paniments. Unless this tendency is bred out of them, they will 
compose when they acquire the necessary understanding and 
facility with music, Musical creativity is not taken up as a topic 
but is dependent upon the presentation of the songs and 
rhythms and recordings. 

Listening is another approach to music which can scarcely be 
separated from musical activities as a whole. Elementary school 
music is definitely not a theoretical, intellectual discipline, and 
children must be pretty well surrounded by “live” music. Con- 
sequently they are listening. 

A broad range of skills, attitudes, and habits are associated 
with listening. After all, music is an aural phenomenon, and the 
most fundamental approach to it is through listening. It is easy 
to forget that the performer also listens and that the amateur 
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performance is largely justified on this basis. Likewise, the study 
of music’s history and its internal organization can serve to 
sharpen aural comprehension. 

It has been said there are three levels of listening—the sensual, 
the perceptual, and the imaginative.? Whatever the case, the 
student should be equipped with a wide repertoire of listening 

“experiences. He should be able to perceive the sheer beauty of 
tone and should be sensitive to the constant interplay of pitch, 
intensity, and color. He should apprehend the rhythmic pulse, 
melodic line, and harmonic texture. There should be a critical 
awareness of formal, technical, and interpretative patterns and 
an ability to appreciate the total effect of a composition. 

Formal listening, in connection with appreciation or record- 
ing sessions, is only a means to supplement the musical dict with 
examples which are beyond the capability of direct production 
locally. There is an inherent danger here that examples may be 
used not only which are beyond the performing capabilities of 
the children but which also offer little within range of their 
musical comprehension, Revealing facts about the music should 
be introduced as a means to greater comprehension of the music. 
But music should not be used in illustration of certain forms or 
special effects nor in accompanying some story concocted by the 
teacher or by the composer himself, The teacher can give the 
legend of The Sorcerer’s Apprentice, but he does not need to 
point out where one broomstick becomes two bassoons! 

Performing, listening, rhythm, and creating are only em- 
Phasized individually by the teacher, It is also true that music 
is an inseparable part of the child’s life both within and outside 
the school and need not be artificially “integrated.” Instead, 
ordinary classroom activity, the approaching seasons, and spe- 
cial school projects all provide functional occasions for the use 
of music. Music study is always more meaningful when thus re- 
lated to the content and rhythm of the school year. 


— Schoen, The Understanding of Music, Harper & Brothers, New York, 1945, 
chap. 3. 
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The Music Program in the Secondary School 


General Music. The music program at the secondary level is 
characterized by gradual partitioning, in accommodation to 
the divergent paths of student needs and interests. A general 
music class in the secondary schools, however, is a necessity for 
those students who have developed no particular concern for 
any one phase of music. It is equally important for those who 
might tend to overspecialize in any one field of the art. Mem- 
bers of this class represent, therefore, a cross section of the 
student population rather than cases of arrested musical develop- 
ment. 

Continuity between elementary and secondary levels of the 
program is maintained because the central objectives are the 
same; there should be a considerable difference of approach to 
these goals, however. Not only are the musical materials and 
subject matter a good deal more advanced, but the teacher’s 
handling of the class must also allow for considerably more 
initiative by the students. Above all, the general music class 
must not become a watered-down version of the school chorus 
nor simply a listening class. The students should be studying 
good musical literature from all angles—singing and playing it, 
listening to it, and examining its organization and derivations— 
and this process can become quite intensive. 

Requirement of such a course should not be waived when 
the student elects band or chorus, but rather when he shows 
promise of adequate general musicianship. In practice, this 
means periodic reevaluation of each student and, consequently, 
smaller classes at each succeeding grade level. 

Vocal Music. Choral organizations—the choir, the glee clubs, 
and the various small ensembles—offer an unusual opportunity 
for effective musical development. Few schools are too small to 
have worthwhile choral groups. Many factors which plague the 
instrumental program are not present here; these include costly 
equipment, the long training period for the students, securing 
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correct instrumentation, required outdoor appearances, more 
limited literature, missing parts, uniform fitting, and so on— 
to say nothing of the almost insurmountable problems in in- 
tonation and technical facility. Even more fundamentally, the 
choir director escapes the inherent competition with the instru- 
ments themselves for the students’ undivided attention and 
hence can exert his personality and musicianship to the fullest 
extent. With all these advantages it is surprising that high 
school choirs are not better than they are. 

Admittedly, many problems counterbalance these advantages. 
Voices mature slowly and bad habits of voice production and 
enunciation occur; students are sometimes overly attracted by 
the glamour and pageantry of a band, and boys sometimes 
consider singing easy and rather effeminate. Nevertheless, the 
choral program remains quite direct; it can contribute greatly 
to the student’s musical responsiveness and to his later musical 
participation in adult life. 

The rich choral program certainly involves the use of an 
extensive literature and many opportunities for performance. 
The inherent versatility of choirs should be exploited; they can 
take part in large productions, theatrical or purely musical; 
they can always mount a complete Christmas or Easter program 
unsupported by instruments. Good and great music of all types 
and eras is available for choral use, and every student in the 
school can be given the chance to participate. 

THE MIXED CHORUS. The mixed chorus is an almost universal 
organization in secondary schools, but because of limited sched- 
uling or entrance requirements, many students are still denied 
the opportunity to sing in such a group. On the other hand, 
some students discontinue singing in the chorus because the ex- 
periences provided lack sequence and progression from year to 
year. It is desirable to have at least two choruses, and more if 
possible, including a beginning chorus for singers with limited 
proficiency and experience and one or more choruses whose 
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members are selected on the basis of vocal quality and musician- 
ship. 

Every effort should be made to maintain balance among parts 
in the selective groups, even if it means reducing the total num- 
ber of singers. Artistic results cannot be achieved when so- 
pranos in a choral group outnumber tenors by four to one, a 
not infrequent situation in high school choruses. 

The mixed chorus should sing a variety of music of a diffi- 
culty consistent with the proficiency of the singers. Some choral 
directors limit their repertoires unduly. As a result, the incon- 
gruous spectacle of a richly robed chorus singing only folk, 
novelty, and popular music is not uncommon. At the other end 
of the scale, a repertoire consisting exclusively of compositions 
sung a cappella is too highly specialized and difficult to justify 
unless the singers have previously had a more varied singing 
experience and the group has been organized for the specific 
purpose of singing one style of music. It is essential that mixed 
choruses provide students with progressive sequential experi- 
ence singing and learning to understand a generous sample of 
the magnificent heritage of choral music with all periods and 
styles represented. 

GLEE cuss. Glee clubs make a unique contribution to the 
secondary school music program. The boys’ glee club has a rich, 
virile tone quality which appeals both to adolescent boy singers 
and to most listeners. Furthermore, the traditional repertoire is 
attractive and zestful. Many boys who would not consider sing- 
ing in a mixed group readily join a glee club, and, as a result, 
later become interested in singing in a mixed chorus or church 
choir, The boys’ glee club, with its provision of comradeship 
for members and its incomparable value in attracting and de- 
veloping boy singers, is an essential part of the secondary school 
vocal program. Every school should have one or more. 

The girls’ glee club has a charm and value all its own. Al- 
though the tonal and dynamic resources of such a group are 
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limited, a skillful director can obtain a strikingly beautiful and 
delicate result. Furthermore, because of the early maturation of 
girls’ voices, such a group can be trained to sing with a level 
of finesse and artistry all but impossible when immature boys’ 
voices are involved. Girls’ glee clubs are indispensable in the 
secondary school, both for the quality of musical experience 
they afford and for their value in providing an opportunity for 
all girls in the school to sing. 

VOCAL ENSEMBLES. Vocal ensembles represent an excellent 
means to the individualization of instruction and to the de- 
velopment of musical independence. Every school should have a 
variety of such groups operating throughout the school year. 
They should include trios, quartets, sextets, and double quartets 
of boys’, girls’, and mixed voices, and a madrigal group. The 
madrigal group may properly be composed of the most profi- 
cient singers in the school and represent the height of selectivity. 
It is desirable, however, for small ensemble experience to be 
available for singers of all levels of experience and proficiency. 
The music teacher should coordinate the organization and re- 
hearsals of the ensembles and should be available to give super- 
vision and assistance when necessary, but he should not actively 
rehearse each group. Not only would doing so make too great 
demands on his time, but the students learn more and develop 
musical independence when they are called on to recognize and 
solve their own problems of selecting and interpreting music. 
The practice of using advanced students to coach beginning 
ensembles produces excellent results in terms of the musical 
learning of both singers and coaches, It is essential that vocal 
ensembles be considered an integral part of the secondary school 
music program rather than as selective specialized groups or- 
ganized to entertain the public and enter contests. 

VOICE CLASSES. Students with mature voices and special in- 
terest in singing can profit greatly from participation in voice 
classes. Primary emphasis should be placed on providing ac- 
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quaintance with and experience in singing literature for the 
solo voice rather than vocal development as such. The classes 
may range in size from six to fifteen or so students. It is desir- 
able to place students with high voices, both boys and girls, in 
one class and those with low voices in another. With this kind 
of grouping students can learn and sing songs together without 
vocal strain brought about by extreme ranges. 

Instrumental Music. The instrumental program, as has been 
indicated, is perhaps more specialized than the choral. Not only 
do proficiency standards rule out advanced work for some stu- 
dents and enhance it for others, but one’s instrumental activity 
is also usually confined to a specific instrument or instruments. 
That is, while some shifting can always be done, the student 
eventually must settle down to a concentrated effort in one or 
two fields; if he does not do so he will remain a beginner. Be- 
yond this, financial considerations have the effect of limiting the 
number of trials upon the different instruments. 

These facts are reflected in the relatively limited number of 
students who participate fully in the specialized instrumental 
program as well as in the sense of exclusiveness and dedication 
which many develop in this field. While encouraging this seri- 
ousness of study, the instrumental teacher must take care to 
avoid the tendency toward extremely narrow specialization. 
The program must be set up so that the student is not forced 
to choose among the major organizations. If he wishes to and is 
able, he should be allowed to play the trumpet in the band and 
the violin in the orchestra and sing in one of the choral groups. 
There is an unfortunate practice in some schools of scheduling 
all these groups during the same school period. Several reasons 
are advanced for this, including the theory that some students 
must be prevented from electing music at the expense of other 
subjects. In practice, however, this only prevents the student 
from taking advantage of wider forms of musical experience. 

We have mentioned the need for beginning instrumental 
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classes in the elementary schools, in piano, string, and band in- 
struments. Such instruction must also be offered at the second- 
ary level for those who do not begin so soon. The teacher must 
not become involved in a high-pressure campaign for tangible 
results and needed replacements for the advanced organiza- 
tions. Beginning classes should be considered not only as a pre- 
liminary step to advanced instruction but also as legitimate 
musical ensembles where real music can be played and appre- 
ciated. 

Graduates of the piano class are recommended to good private 
teachers and are given opportunity to accompany other students 
and to appear as soloists on school programs. The beginning 
band and string classes become intermediate groups, whose 
members are carefully introduced into the advanced organiza- 
tions as they become qualified and as vacancies occur, 

In some situations this is all done by age grouping, so that 
junior high band members automatically become senior high 
band members at the appropriate time. Laudable as this educa- 
tional policy may be, the musical requirements of the individual 
and of the group would seem to dictate considerable latitude in 
the application of such a procedure. 

The gravest danger in the instrumental program is that the 
student will be exploited in the interests of school public rela- 
tions or the aggrandizement of the director, There are obvious 
possibilities here that some directors cannot resist, and it is but 
one step until the students are actually regarded as employees. 
This stage is reached when the director begins to think, “What 
can he (the student) do for us?” rather than, “What should I 
be doing for him?” The wise instrumental director realizes that, 
as in the case of Solomon, his search for wisdom to meet the 
needs of his students will eventually be rewarded by satisfaction, 
prestige, advancement, and public esteem, 

THE BAND. The school band is a powerful and useful institu- 
tion in the American school music program, but there is one 
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basic problem which merits consideration, It lies in the fact that 
the band is a multipurpose organization. The main trunk of 
instrumental musical development has long been orchestral, and 
the band was originally assigned an outdoor military function. 
Playable orchestral transcriptions were soon added to the band’s 
repertoire in order to make possible its appearance as a concert 
group. When the band program became fully established in the 
schools, the light and popular style also became attached to its 
domain, since the orchestra never acquired prominence in this 
area and the dance band has been generally ruled out of the 
schools. Only recently has concert music of high caliber been 
produced solely for band use. Consequently, the band is many 
things to many people. One knows what the orchestral or choral 
groups should be doing, but the band director must walk a tight 
rope among several possibilities. On the one hand, a pure march- 
ing organization offers few educational possibilities, while from 
the standpoint of both serious concert work and the light and 
popular idiom the band is logically in no position to compete 
with the other instrumental and choral groups. 

In spite of this difficulty bands thrive because people like to 
hear them and to participate in them. Band work inherently 
offers some of the advantages ascribed to team play. Here, per- 
haps more than in any other area of the music program, the 
twin factors of competition and cooperation may operate to 
their best advantage. Good bands are charged with an atmos- 
phere at once keenly competitive and yet of tremendous unity. 

In keeping with these characteristics of bands, the director 
must establish a program that is quite broad and truly forceful. 
He must keep things moving and progressing, he must promote 
a very wide and tasteful repertoire, and he must use every 
means to develop the initiative and responsibility of the players. 
Above all, he must recognize that the band, like all school mu- 
sical organizations, should be a means to the musical education 


of students and not an end in itself. 
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THE ORCHESTRA. The orchestra is essentially a stronghold of 
pure and undiluted music. It cannot compete with the band 
and choral groups in popularity nor in producing and exploiting 
the values of team spirit. Membership in an orchestra usually 
requires many previous years of study, and therefore the num- 
ber of available players is normally quite limited. In view of all 
this, many directors attempt to popularize their groups, adding 
wind players for more volume of tone, filling up the string 
section with beginners in order to restore the instrumentation, 
and programming simplified or bombastic misarrangements 
wherever necessary. Such a program cannot succeed in develop- 
ing the qualities of experience which should flow from orches- 
tral work; it cannot even maintain a hold upon the players or 
the public. The school orchestra program must be created with 
a long-term view, and instruction must remain patient and 
musically imaginative. By patience, however, is not meant that 
method of instruction which causes the players to drill end- 
lessly on fingering and bowing patterns for the day when they 
may be admitted to some professional symphony. The time for 
music is always mow; the orchestral literature is certainly ex- 
tensive enough, so that good material can be found for a group 
of any size or level of proficiency. 

SMALL INSTRUMENTAL ENSEMBLES. Neglect of small- 
ensemble work in many schools is attributed to the director’s 
lack of time, This is extremely unfortunate, for few activities 
can be so educationally productive. Not only is there a rich and 
rewarding literature for these groups, but they can be organized 
quickly and maintained with a minimum of effort. Students 
react well to ensemble playing because it naturally contributes 
to the fulfillment of their individual needs and interests and 
offers great scope for the exercise of individual initiative and 
leadership. 

The way to develop the program is to organize a series of 
groups in which students of equal proficiency work together. 
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This means that the ensemble combinations must vary from 
year to year. For instance, a well-matched woodwind quintet 
is ruined by an inferior replacement of its graduating horn 


` player; it would be better to substitute a good trombonist, 


transposing the parts, or to absorb the remaining players into 
other types of woodwind ensembles. 

Such operation demands a large ensemble library containing 
music for all types of ensembles. Rehearsal schedules must be 
coordinated; public appearances must be well planned; and 
student responsibilities must be clearly outlined. The teacher 
assumes the role of coordinator and coach rather than that of 
conductor, 

Private Instruction. Private study is a necessary preliminary 
to the musical professions. It is really a type of conservatory 
training aimed at the attainment of (1) advanced knowledge 
of a particular literature, (2) highly specialized musical tastes, 
and (3) artistic performance skill. 

These goals are not incompatible with those of the public 
schools, but it is doubtful whether private instruction in the 
normal sense of the term is actually a legitimate part of the 
public school music program. True, many teachers employed by 
schools teach privately on a full-time or part-time basis, and 
their work clearly contributes to the outcome of the program. 
Whether the teacher does this on his own or “school time” and 
whether he is compensated by the school or directly by the 
student is incidental; such a teacher must recognize that he is 
fulfilling a dual role. 

The distinction needs to be made between coaching, which is 
a function of any teacher, and tutoring, which is part and 
parcel of preprofessional or class education. A student has the 
right to individual attention and guidance when the normal 
group activities of the school fail to produce sufficient momen- 
tum on the road to the central objectives of that program. But 
this arrangement is supplemental and remedial in nature. Those 
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students who may later enter one of the musical professions 
should be led to secure intensive private instruction outside the 
school, 

Music Theory and Literature. If the proper kind of instruc- ` 
tion were given in the regular school music courses, with theo- 
retical content introduced wisely in connection with the musi- 
cal literature being studied, there would be no justification for 
a special course in music theory. This area is of such a nature 
that the prevocational student can be given the necessary guid- 
ance and references on an individual basis, along with ample 
opportunity to evaluate his creative efforts. 

But when it is found that the regular activities develop little 
more than sight-reading ability and a few critical standards, it 
may be helpful to institute special courses in music theory and 
literature. Study should not be a dry prerequisite to college 
work; it must succeed in doing what the other activities have 
failed to do in bringing out the organizational patterns of the 
important musical idioms. Music should be examined firsthand 
in terms of why and how it is written, and these lessons should 
be applied as creatively as possible. 


The Music Program in Higher Education 


The objectives of the college general music program retain 
continuity with the public school program. Those courses and 
activities open to the general student—band, chorus, Introduc- 
tion to Music—must not become highly specialized but should 
be advanced forms of the same activities found in the secondary 
schools. They should be operated in such a way as to advance 
the students’ common musical competencies. 

A student who is majoring in performance, composition, or 
musicology, however, should be given the full preprofessional 
treatment. These are new programs for the student in which he 
begins on a new plane and works toward new objectives, This 
student must be given a thorough background in his field, and 
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he must eventually acquire the technical sureness and polish 
which will be necessary in meeting the requirements of his 
profession. Inefficient prerequisites are no help in this regard. If 
a student is to understand music theory and composition, he 
must soon begin to write music; if he is to become a professional 
violinist, he must commence quickly to master the advanced 
literature. In effect, he has elected conservatory training. 

Many of the problems encountered in college music programs 
stem from the fact that facilities are not extensive enough. The 
students are usually carried right along with the much larger 
group of future music teachers; and, of course, the huge major- 
ity of music majors will one day find themselves to be music 
teachers. 

The teacher-preparation program should be quite distinctive 
from other types of music programs. As has been mentioned in 
Chapter 6, the music teacher not only must possess balanced 
musicianship but also needs special teaching and social compe- 
tencies, Thus, the musical subjects should not be taught to the 
future teacher as ends in themselves; that is, performance is 
not to be taught for performance sake, nor should music theory 
be presented as if the student were to become a theorist or com- 
poser. This is sometimes difficult for specialists in these fields to 
perceive. Even the area of pedagogy should not be regarded 
as a distinct discipline; all learning here must have practical 
application in actual teaching situations. That this is not always 
so is precisely why instruction in this area is so often bitterly 
attacked. 

A constant plague in music-teacher preparation is the tend- 
ency to clutter and extend the program. Because of the neces- 
sarily broad coverage, the staff often recognizes gaps in the stu- 
dents’ preparation and proceeds to design new courses to fill 
them. Basically, however, music-teaching programs should be 


no longer or more complex than any other program. 
Re : f 
Designing instruction strictly in terms of the music teacher’s 
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qualifications makes it possible to avoid much wasted motion. 
For instance, students can be taught instrumental techniques 
and the appropriate teaching methods af the same time; they 
can participate directly in the business affairs of the musical 
organizations rather than in courses devoted to those problems. 
In such ways the education of music teachers can become quite 
practical and streamlined. 


SUMMARY 


Some students progress well in school music and others do 
not; this circumstance is largely due to the kind of music pro- 
gram provided. The program does not consist of the subjects 
taken but of the experiences undergone by the student; these 
may be scattered throughout the school curriculum, but they 
actually form the music program. Planning is based upon the 
experiences themselves, No music program is successfully trans- 
posed in detail from one locality to another, for each school 
must serve unique purposes. 

The individual experiences of students are established 
through control of circumstances—the kind of music, the facts 
brought to bear, teaching method, etc. These conditions, in 
combination with the student’s background, produce reactions 
which affect subsequent behavior. Experiences are selected on 
the basis of the objectives. 

Much depends on the organization of the program. Experi- 
ences must be planned in a natural series and the program must 
be divided into related forms of activity. The entire structure 
must be flexible in order to adjust to the different needs and 
capacities of the students. Practical plans must be devised for 
daily instruction. 

The elementary school music program is designed to promote 
over-all musical growth and provides general experience with a 


The Music-education Program 223 


wide variety of music. Since music is dealt with so directly at 
this period, singing, playing, listening, and rhythmic and crea- 


. tive activities actually merge into one comprehensive activity. 


General music continues into the secondary schools, but this 
class should not substitute for other musical activities. The 
choral program has many advantages and these should be fully 
exploited in terms of wide extension of participation, a rich and 
varied repertoire, and versatility in performance. 

Instrumental activities are more specialized, by reason of 
technical problems and the need for concentration of study. 
Beginning classes in winds, strings, and piano should be offered 
where the student may develop technical prowess through the 
agency of legitimate musical experiences. The high school band 
should offer a wide kind of musical background and many ad- 
vantages of vigorous group action. The orchestra should offer 
musical experience of the highest and purest type. Many edu- 
cational opportunities will be lost unless these major groups are 
supplemented with active small musical ensembles. 

The college has responsibilities for both general and prepro- 
fessional music students. The music majors actually begin anew, 
following a path toward new objectives. Often, the future per- 
formers, composers, musicologists, and music teachers are put 
through very similar courses, and this fact creates many prob- 
lems. The teaching program is actually the broadest, and no 
branch of it can well be taught for its own sake; if it is properly 
developed in terms of needed professional competencies this pro- 
gram can be much simplified. 


QUESTIONS FOR DISCUSSION 


1. Why is the well-considered music program so important? Do 


course offerings define the music program? What is the music program 


and what does it accomplish? ; 
2. How does the music program relate to the curriculum? Describe 
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various systems for planning music programs. Why should the music 
program be locally designed? 

3. Define the educative experience. What factors bring it about? 
How may the teacher control experience? 

4. Why does the sequence of instruction depend primarily upon the 
students’ experiences? Describe how sequence can be arranged. 

5. Upon what basis do we divide the music program into specific sub- 
jects or activities? Are there any dangers to avoid in such a division? 

6. Why does instruction affect individual students so differently? 
Are there any ways to accommodate this situation? 

7. What is the value of a course outline? Who should construct it? 

8. Describe the various methods of instituting changes in the music 
program. How can concentration upon ordinary school problems result 
in program change? 

9. How is the teaching staff brought into the task of program de- 
velopment? How does the music supervisor stimulate and guide program 
change? 

10. What general type of experience should be sought in the elemen- 
tary school music program? What kinds of musical activity does this 
entail? How are these properly conducted? 

11. Why is the general music class in the secondary schools so im- 
portant? What kind of a class should it be? 

12, Why are the high school choral groups particularly vital to the 
music program? What are some of the advantages and problems to be 
faced? 

13. How may beginning instrumental instruction be organized? 
What dangers are to be avoided? 

14. What problem does the school band have in connection with its 
literature? What is the peculiar strength of this organization? 

15. What kind of an organization should the school orchestra be? 
How can legitimate training be achieved? 

16. What special advantages are inherent in small-ensemble work? 
How are such groups organized? 

17, What is the relation of private instruction to the school music 
program? To what extent do students deserve individual coaching? 

18. Why are special classes in music theory and literature often 
needed? How should these be taught? 

19. What should the college music department offer to the general 
student? What kind of program should be designed for the music major? 
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In what ways is preparation for music teaching different from prepara- 
tion for other musical specialties? 
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Chapter 8 
Methods of Teaching Music 


This chapter has as its purpose the development of valid con- 
cepts of teaching methods in music education. It begins with 
definitions of teaching and teaching methods, describes success- 
ful music teaching, and explores the bases of methods of teach- 
ing. It continues with a discussion of basic patterns for teaching 
performance skills, appreciation, knowledge and understanding, 
and attitudes, The chapter closes with the presentation of eleven 
principles of method which are applied to the teaching of music. 


TEACHING AND TEACHING METHODS DEFINED 


Learning was defined in Chapter 5 as the process by which 
meaning is apprehended, clarified, and applied. Chapters 6 and 
7 emphasized the central role of objectives in program planning 
and the function of experiences in reaching the stated objec- 
tives. Teaching has a logical relationship to both learning and 
program planning. 

Teaching is defined as the organization and conduct of learn- 
ing experiences. The purpose of teaching is to facilitate learn- 
ing. Fundamentally there can be no teaching unless learning 
takes place, but it must be recognized that learning often takes 
place without the formal guidance of a teacher. 

Teaching is the activity of a person who stimulates and guides 
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learning by organizing and conducting the learning experi- 
ences of his pupils. A crucial point in understanding the rela- 
tionship between teaching and learning is that it is the pupil 
who learns and that every pupil must do his own learning. 
Teaching merely serves to arrange the learning environment 
for the pupil and to increase the efficiency of his learning. 

The procedures used by a teacher to organize the learning 
experiences of his pupils are called teaching methods. Since 
pupils learn from all contacts with the school environment, it 
should be recognized that teaching methods include more than 
the techniques used by a teacher in conducting a class or a mu- 
sical activity. For example, pupils may learn from listening to 
music before and after classes, by experimenting on their own 
with musical instruments, by participating in the selection of 
recordings for the school library, by supervising the record li- 
brary, and by assisting in the planning of a public program. 
Procedures which involve pupils in these kinds of experiences 
likewise represent teaching methods. 

Chapter 1 pointed out that the work of the school consists of 
a sequential but interrelated series of processes, including cur- 
riculum, instruction, supervision, administration, and evalua- 
tion. Pupils may participate at times in all these processes. For 
example, they may participate in curriculum building by serv- 
ing on a committee to plan a series of musical activities or to 
develop a unit in the general music class. When advanced pupils 
help beginners learn to play an instrument, they are participat- 
ing in instruction. A pupil committee setting policies for the 
use of the music library or for the organization of the band is 
taking part in administration. Likewise, pupils may be called 
on to evaluate the music program or some phase of music in- 
struction. All these experiences result in pupil learning, and the 
procedures used by the teacher to arrange these kinds of pupil 
participation also constitute methods of teaching. 

The professional literature of education identifies several dif- 
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ferent types of methods, including lecture, recitation, project, 
laboratory, dramatic, socialized recitation, and group discussion. 
These methods of teaching fall into two broad categories, 
teacher-centered methods and pupil-centered methods. Lecture 
and recitation methods are patently teacher-centered. Both are 
characterized by teacher domination in instructional planning, 
in the conduct of classroom activities, and in the evaluation of 
results, The other types of methods were developed because of 
the desirability of involving pupils more directly in all phases 
of instruction. In pupil-centered instruction the pupils assist in 
the selection of objectives, in the choice of subject matter, and 
in the evaluation of results. In short, they exercise the optimum 
amount of control of the total learning situation. 

It must be recognized that no one method of teaching pro- 
vides the solution for all music-teaching problems. Each teach- 
ing situation dictates the most appropriate method to be used, 
and all methods of teaching or variations and combinations of 
methods may be used at different times. 

Even though it is impossible to prescribe teaching methods 
for a particular situation, there seems little doubt that music 
education lends itself admirably to pupil-centered instructional 
methods. Lecture and recitation methods have little or no place 
at the lower levels of the music program and undoubtedly are 
used excessively at the higher levels. 

‘The use of the lecture method is justified in three circum- 
stances: (1) when the lecturer can provide information not 
conveniently available to pupils, (2) when the lecturer is able 
to present a unique synthesis of information which will con- 
tribute to pupil understanding, and (3) when the lecturer is 
able to establish an inspirational attitude or mood essential to 
pupil learning. Under other circumstances the use of the lecture 
method is open to serious question. 

General music lends itself especially well to pupil-centered 
instruction. In fact, the success of the general music program 
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at all levels depends to a great extent upon the amount of con- 
sideration given to pupil interests and the amount of pupil 
participation in determining objectives, selecting subject mat- 
ter, planning experiences, structuring assignments, and evaluat- 
ing outcomes. 

Performance groups often exhibit a regrettable and largely 
unjustified degree of teacher domination. This condition un- 
doubtedly results from a transference of attitudes and proce- 
dures from professional performing organizations to school or- 
ganizations, but it is not tenable in performance groups with 
an educational purpose. Means must always be consistent with 
ends. The means to optimum pupil learning and musical and 
personal development are essentially different from the means 
to high-quality professional performance. In the former, the 
performance of music is a means to pupil development; in the 
latter, the performers are a means to the performance of music. 
The difference should be obvious. 

The following factors derived from the preceding discussion 
are paramount in any consideration of methods of teaching 
music: (1) it is the pupils who learn, and they must be the 
center of consideration; (2) methods of teaching music must 
be compatible with the objectives sought; and (3) pupils learn 
from all influences surrounding the learning situation. 


WHAT IS SUCCESSFUL MUSIC TEACHING? 


Music teaching can be considered successful only if it pro- 
duces authentic musical achievement by the pupils. Pupil prog- 
ress toward valid objectives is the measure of successful music 
teaching. This means that the music teacher from the outset 
must assure himself that he is teaching for worthwhile objec- 
tives and that his pupils are making significant progress toward 
those objectives. 

What do these statements mean in terms of music instruc- 
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tion? They imply generally that successful musical instruction 
results in broad and lasting musical learning which will even- 
tuate in musical independence. Successful teaching in general 
music results in pupil attainment of musical understanding, 
musical skills, appreciation, and other musical learnings which 
are associated with a musically educated person. Successful 
piano teaching produces people who can play the piano ex- 
pressively, who can read music readily, who can play by ear, 
and who have musical understanding. Successful teaching in 
music theory leads to a functional understanding of the struc- 
ture of music which the learner can continue to apply in all 
his musical endeavors. Successful teaching in music history re- 
sults in stylistic understanding and comprehension of the broad 
sweep of stylistic development. 

These results stand in sharp contrast to those sometimes at- 
tained in musical instruction. Products of the music-education 
program who cannot sing, read music, or play an instrument 
and who have developed no lasting interest in or appreciation 
for music are not uncommon. Countless people have had private 
instrumental or vocal instruction and have appeared in recitals 
but, after a few years, have no residue of musical skill or under- 
standing. Such results indicate unsuccessful teaching. The lack 
of success is due either to invalid objectives or to poor teaching 
practices. 

Some music educators minimize the importance of musical 
achievement and excuse the lack of it by emphasizing con- 
comitant values of musical participation such as personality 
development, social development, and physical development. 
Many have taken refuge in slogans such as “We don’t teach 
music; we teach children” and “A singing school is-a happy 
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competence without having skills, qualifications, knowledge, 
and understanding. Attempting to develop the personality 
through music without musical achievement subverts the music- 
education program, fleeces the pupil, and often results in music’s 
being labeled a frill subject without substance and value. 


THE BASES TO TEACHING METHODS 


The bases of teaching methods include the nature of the sub- 
ject matter, the objectives of instruction, the nature of the 
learning process, the maturational level, experiential back- 
ground and present needs of pupils, teacher competencies, and 
such physical conditions as materials available, time available, 
and class size. 

The close relationship between subject matter and methods 
of teaching has been well established. Dewey stressed the fact 
that the nature of the subject matter dictates the method of 
instruction and that a search for a method of instruction ap- 
plicable to all kinds of teaching is doomed to failure. “Apart 
from effort to control the course which the process takes, there 
is no distinction of subject and method. There is simply an 
activity which includes both what the individual does and what 
the environment does.” + 

Methods of teaching music can never be rightly considered 
except in relation to the nature of music as an expressive art. 
The best methods are those that involve pupils in meaningful 
musical experiences, As a consequence of his involvement and 
his engagement in musical experiences he learns. Teaching musi- 
cal techniques, notation, history, or theory outside a musical 
and expressive context is never justified. 

A method of teaching can be considered successful only in 
so far as it results in progress toward the objectives of a course. 


1 John Dewey, Democracy and Education, The Macmillan Company, New York, 
1916, p. 195. Reprinted by permission of the publisher. 
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The fact that music education has a variety of objectives indi- 
cates the necessity for flexible and varied methods of teaching. 
Development in one area of objectives must not be allowed to 
have an abortive effect on progress in another area, For example, 
too highly specific emphasis on technique often results in a lack 
of musical responsiveness, and undue emphasis on the intellec- 
tual aspects of musical meaning may lessen the affective appeal 
of music. Methods of teaching music, regardless of the level of 
specialization, should exhibit breadth and consistency of or- 
ganization and should be conceived with the realization that in 
any given situation learnings are multiple and that more than 
one objective is involved. 

The basic principles of and guides to successful teaching 
method have emerged from two sources, the psychology of 
learning and analysis of successful practices. Efficient teaching 
requires an intimate knowledge of the learning process. While 
disagreements exist among psychologists as to how learning 
takes place, the disagreements generally represent differences in 
emphasis and approach: * 


Psychology has never presented in one place a complete, 
unified, coherent and universally agreed upon account of the 
nature of learning. The science of psychology has not yet 
reached the stage of maturity which would make such a pro- 
nouncement possible. Despite this fact, much is known about 
learning and a number of valid principles of great importance 
to curriculum builders has been established as the result of 
the efforts of psychological workers. 


The issue of logical versus psychological organization relates 
directly to methods of teaching. The former emphasizes the 
orderly presentation of subject matter; the latter implies that 

Glenn M. Blair, “How Learning Theory Is Related to Curriculum Development,” 


in Arthur Coladarci (ed.), Educational Psychology: A Book of Reading, The Dryden 
Press, Inc., New York, 1955, pP. 12. Reprinted by permission of Henry Holt and 


Company, Inc., New York. 
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what is logical to the teacher may not be so to the learner and 
that the experiential background of the learner must be taken 
into account. The most carefully planned lesson fails when the 
learner finds no meaning or value in it. It should be recognized 
that both logical and psychological organization function in 
good teaching methods. A strictly logical organization ignores 
the pupil as a person with needs, likes, dislikes, readiness, and 
mental set. Psychological organization functions more realis- 
tically in the sense that it takes into account the desirability 
of the learner’s being able to select those aspects of the ‘esson 
which have meaning for him. The method has additional 
strength when the material presented has some logical organi- 
zation. 

There has been much effort made to systematize musical 
knowledge. Most authors of music books give attention to pre- 
senting the material in a logical order. Music history is treated 
chronologically; music theory moves from the “simple” to the 
“complex”; listening begins with “easy” compositions and pro- 
gresses to “difficult” material. The wise music teacher welcomes 
this wealth of logically organized information as source material 
but does not follow it slavishly, because he knows that logical 
organization cannot replace musical experience and that the 
accumulation of musical information does not constitute musi- 
cal understanding. He also is aware that pupils learn with more 
lasting and more authentic results when they use their own 
minds in organizing material and arriving at generalizations 
than when they simply memorize the organization and gener- 
alizations accomplished by others.* 

Teachers should exercise great care in using methods of teach- 


*See George Katona, Organizing and Memorizing, Columbia University Press, New 
York, 1940. This classic experiment showed the decisive superiority of teaching 
methods which emphasized pupil understanding of the nature of problems. Among 
his conclusions is the following: “Pupils should learn to learn—that is the best the 


school can do for them. They should not merely learn to memorize—they should 
learn to learn by understanding” (p. 260). 
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ing which have proved successful for other teachers. The unique 
complexities of each teaching situation provide many chances 
for error in selecting and adapting teaching methods. Imitating 
teaching methods used by others rarely proves successful. A far 
better approach is to analyze successful teaching practices one 
discovers or observes and arrive at generalizations which can be 
applied to teaching problems one encounters. 

The realities inherent in specific situations always condition 
methods. Since teacher competencies vary, methods must also 
vary. For example, a fine pianist with a wide repertoire at his 
fingertips may teach very effectively from the keyboard. An- 
other teacher, with less piano facility, must rely on recordings 
and student accompanists. The wise music teacher takes into 
account his strengths and weaknesses and plans his teaching 
methods accordingly. 

Physical conditions such as materials available, time available, 
and class size affect teaching methods directly. Some desirable 
teaching procedures may be impossible because of lack of equip- 
ment. The class which meets daily has time for rewarding but 
time-consuming activities which cannot be worked into a class 
meeting once a week. When class time is scarce, class work must 
be more tightly and efficiently organized; and more out-of-class 
assignments are often necessary. 

The maturational level, experiential background, and present 
needs of pupils represent highly important factors in the selec- 
tion of teaching methods. Teaching without regard for these 
factors is not uncommon in music education. For example, 
teaching methods appropriate for advanced applied music stu- 
dents are sometimes used with beginners. Teachers should recog- 
nize that, while the adult well advanced in applied music may 
profit from careful and intensive practice on technical exercises 
and scales, the adult or child beginner may receive little or no 
benefit from such work. 

It should be apparent that many varied and complex factors 
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affect teaching methods. The teacher must take all the variables 
into account and devise methods in terms of his own unique 
situation. This fact does not vitiate the concepts and principles 
of method contained in this chapter, but it does mean that their 
application will be affected by existing conditions. 


BASIC PATTERN FOR TEACHING PROCEDURES 


The discussion of learning in Chapter 5 emphasizes the im- 
portance of concept formation in the learning process and pro- 
vides the major clues to understanding the basic pattern for 
teaching procedures. Teaching centers broadly on establishing 
concepts, clarifying them by providing meaningful practice 
situations, and analyzing the results of the practice. This, in 
turn, leads to further practice to fix the correct responses. The 
following discussion describes teaching procedures useful in 
teaching performance skills, appreciation, knowledge and un- 
derstanding, and attitudes. 


Teaching Performance Skills 


Learning performance skills requires the formation of both 
aural and movement concepts. The task of teaching perform- 
ance skills centers on helping the learner develop both types of 
concepts, on directing and leading practice, and on assisting the 
learner in analyzing the results. Teaching is largely a matter of 
demonstrating, explaining, and providing for practice. Analysis 
of the results of practice provides the clues for further demon- 
stration, further explanation, and further practice. 

The teaching of performance skills should be carried on in a 
rich musical context. Since teaching movement patterns in iso- 
lation from musical results has little meaning or relevance, the 
instruction should begin with the establishment of an aural con- 
cept of what is to be achieved. Once the learner has an aural 
concept to guide his efforts, he needs to develop a concept of 
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the movements required. In developing both kinds of concepts 
the teacher provides a model by demonstration and presents 
verbal explanations, He supplements the demonstration and ex- 
* planation with pictures, recordings, diagrams, movies, and other 
means. 

The teacher should introduce practice very early and should 
not expect the learner to conceive a perfect pattern before he 
engages in practice. Rather, practice should follow perception of 
the “big idea.” The best pattern for teaching performance skills 
is brief demonstration, brief explanation, and a large amount of 
practice. A detailed illustrative example of the steps in teaching 
a beginning instrument class follows. 

Establish Concepts. The instructor plays a short solo on the 
instrument or plays an excellent recording which demonstrates 
the instrument’s tone quality and expressive possibilities. He 
plays single tones and short scalewise passages to demonstrate 
good and poor tone and demonstrates how the instrument is 
held and how the tone is produced. He explains to the pupils 
how to hold the instrument and how to produce the tone, mak- 
ing use of pictures, diagrams, slides, or movies. 

Pupils take up the instruments and experiment with produc- 
ing single tones and scalewise passages. The instructor puts the 
notation and fingering diagrams on the board for the scalewise 
passages. Pupils practice to establish basic control. The instruc- 
tor plays a short, simple melody familiar to the students. They 
sing the melody until it is well in mind. 

This phase of instruction will vary in length depending upon 
the background of the pupils and the complexity of the in- 
strument. 

Provide Experience with the Whole. Pupils next have tryout 
experience playing the song they have heard and sung. The 
tryout experience has several important results. Movement con- 
cepts are clarified and enlarged; the learner finds out what he 
can and cannot do, thus preparing himself for part practice in 
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a meaningful context; the teacher discovers what the different 
pupils in the class can do; motivation is enhanced; and, finally, 
valuable self-teaching takes place. 

This phase of teaching enables the pupil to understand and 
recognize key points in the playing process and to develop a 
clear focus for his further practice. He verifies the correct por- 
tions of his concepts and modifies wrong ones. Since feelings and 
attitudes are involved, it is important that there be no pressure, 
anxiety, or embarrassment connected with this tryout phase. 

Analyze the Performance. Once practice begins, teaching 
should concentrate on diagnostic procedures, detecting and elim- 
inating difficulties which are blocking progress. 

Provide for Practice of Parts as Necessary. Teacher and pu- 
pils single out parts causing difficulty. For example, string 
pupils may need to have specific practice with the bow arm to 
gain more freedom and control of movement, and wind instru- 
ment pupils may need special attention to the embouchure, 
again blowing single tones, 

Reanalyze the Performance. Cooperative analysis by mem- 
bers of the class is highly effective at this point. 

Reestablish the Whole Performance. Parts singled out for 
practice should now be put back together through performance 
of the melody. 

Pupils repeat this pattern in their own individual practice. As 
a result concepts are gradually clarified and movement pattern 
gradually refined. 

It is a common practice in teaching instrumental music for 
teachers to attempt to establish a perfect form before actual 
playing begins. The teacher of strings, for example, may give 
detailed and highly specific instruction for the position of the 
bow arm, the way the instrument is held, the exact angle of the 
elbow, and sa on. Such practice assumes that a best form exists 
for playing an instrument which is applicable to all players of 
that instrument. 
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Such an assumption is open to grave question. Observation of 
artist players reveals great variation in form. In fact, no two 
_ instrumentalists can possibly use exactly the same form. To 

ignore all the other factors making for variation, simple differ- 
ences in physical conformation obviate the possibility of iden- 
tical form among different players, Ragsdale makes this point 
succinctly: * 


Motor skills have style, form, internal organization and co- 
ordination with external objects or events in greater or lesser 
degree. They are not fixed, stereotyped or invariable. .. . There 
are good and bad forms of an activity even though there is not 
usually one best form. This means that the human body as a 
biophysical organism acts within certain limits of force, range, 
speed and other human functioning. Within these limits there 
may be a large number of equally good “forms” and the effort 
to find and teach the one best form for a given motor activity 
is futile. 


The applicability of his statement to the motor aspects of 
performance skills appears obvious. 

Beginning instruction in performance skills should seek to 
establish concepts of good form and to start the pupil off within 
the limits of good form. It is useless to attempt to establish cor- 
rect details at once. Beginning pupil trials in this type of learn- 
ing are inevitably generalized and mass in character, but they 
are essential to the thinking and reflection which lead to efficient 
movement. 

In teaching beginning instrumental performance skills, the 
first step is to bring about a general acquaintance with the in- 
strument, provide a simple demonstration, and provide for be- 
ginning trials. Detailed and specific demonstration and explana- 
tion are useless at this stage. The teacher should direct attention 

tC. E. Ragsdale, “How Children Learn the Motor Types of Activity,” Learning 
and Instruction, National Society for the Study of Education Forty-ninth Yearbook, 
University of Chicago Press, Chicago, 1950, part I, pp. 71-72. 
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to the essential features of good playing form and efficient 
movement and introduce the details gradually as the learner 
gains more precise control of his body and the instrument. 


Teaching Music Reading 


In order to read music well, a person must gain the ability for 
tonal thinking and precise control of notation. The ability for 
tonal thinking results from continuing emphasis on conceiving 
the tonal and rhythmic movement in music through hearing, 
sight, and kinesthetic sense. Control of notation is attained 
through varied meaningful experience with the score. 

Concepts essential to the development of skill in music read- 
ing include: 

1. Concepts of tonality and tonal relationships. The forma- 
tion of these concepts results from emphasis on hearing the 
tendencies of scale tones and the relationship between tones. 
Syllables or numbers may clarify tonality and tonal relation- 
ships for some pupils, but experience with the space frame of an 
instrument is essential for most people. Experience with the 
Autoharp, recorder, and the piano keyboard is especially val- 
uable. 

2. Concept of the meaning of notation. To establish this con- 
cept teachers should help pupils relate their tonal and rhythmic 
experience to notational symbols, beginning with the general 
characteristics of notation and moving gradually to specifics. 

3. Concepts of the beat and of rhythmic movement through 
the measure. Pupils form these concepts by moving to the 
rhythm of music, swinging the beat, creating rhythmic accom- 
paniments, differentiating various meters and rhythmic pat- 
terns, and other activities of this type. 

4. Concepts of the shape of phrases and of structural or- 
ganization. The teacher continuously calls to the attention of 
the pupils the structure of the music they perform and hear. As 
a result the pupils develop expectations of repetition and con- 
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trast, of harmonic and melodic tendencies, and of relationship 
between antecedent and consequent motifs and phrases. 

Experiences important in the formation of these musical con- 
cepts include (a) singing and playing a wide variety of appeal- 
ing music expressively, (b) using rhythm instruments and in- 
formal instruments to increase the expressive value of songs, 
(c) rhythmic and melodic improvisation which leads to free- 
dom and control of musical expression, (d) bodily movement 
in response to the beat and to the motion of rhythmic patterns 
in music, (e) creative experiences such as playing and singing 
parts by ear and spontaneous musical expression, (f) listening 
to a variety of music and relating tonal and rhythmic patterns 
heard to those encountered in other musical experience, (g) ex- 
emplifying the movement of the phrase line through bodily 
movement, and (A) relating tonal and rhythmic patterns to 
the notation. 

In the early years of the music program the teacher’s primary 
concern should be to help pupils experience and conceive musi- 
cal sounds through the ear and the kinesthetic sense, with spe- 
cial emphasis on spontaneous musical expression. After the 
children have learned to read language well and can express 
musical ideas with freedom and control, the notation should be 
introduced in connection with singing, playing, and creative 
experiences. 

In teaching music reading, teachers should work toward 
over-all musical understanding, upon which the ability to read 
depends. They should realize that the notation can have mean- 
ing only when pupils have learned to use their ears, have devel- 
oped acute awareness of the movement of tonal and rhythmic 
patterns, and can discriminate among differing patterns. 

There follow twenty suggestions to teachers which are ap- 


plicable to the teaching of music reading: i ; 
1. Introduce pupils to notation through songs with which 


they are familiar. 
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2. Help pupils sing and play parts by ear and relate the re- 
sult to the score. 

3. Help them move to the beat of music and relate the move- 
ment to the score. 

4. Help them conceive of music they hear and perform as 
a series of related tonal patterns or configurations rather than 
as a succession of separate tones. 

5. Use instruments such as the recorder, tone bells, and piano 
as means both to musical expression and to the understanding of 
tonal relationships. 

6. Place increased emphasis on spontaneous musical expres- 
sion and improvisation. 

7. Use vocal chording to develop a sense of tonal relationships 
and tonality. 

8. Have your pupils set up the tonality for every song they 
sing or read by singing the chord progression LIV-V7-I. 

9. Be concerned with the specifics of notation only when 
their musical meaning has been clarified through musical ex- 
perience. 

10. Base all learning on actual music which the pupils have 
experienced and enjoyed. Begin with music, draw the specifics 
out of the music, and return to the music. 

11. Be sure your pupils understand what you and they are 
trying to accomplish. 

12. Utilize all the musical experiences your pupils have both 
in and out of school. 

13. Enhance motivation by emphasizing the advantages of 
being able to read music. 

14. Make increased use of the score in listening in the upper 
grades. 

15. Provide for copious practice in reading a variety of easy 
music, Always make sure the beat and the tonality are clearly 
established before the pupils begin reading. When tonal prob- 
lems arise, help the pupils solve them by clarifying the rela- 
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tionship of the problem passage to the tonality. When rhythmic 
problems occur, help the pupils solve them by clarifying the 
. relationship of the rhythmic pattern to the beat. 

16. For beginning readers supply a chordal accompaniment 
to assist them in maintaining the tonality and the beat. 

17. Teach your pupils to grasp tonal configurations rather 
than separate tone. 

18. Help them analyze the music they are reading for famil- 
jar tonal and rhythmic patterns and for repetitions, similarities, 
and contrasts. 

19. Recognize that pupils vary widely in their musical capac- 
ity and musical experience and that they will learn to read at 
different rates of speed. Encourage each pupil to develop his 
own approach to music reading. The teacher’s role is to guide and 
motivate him to learn to read and to organize a learning situa- 
tion which provides the most stimulating and meaningful mu- 
sical experiences possible. 

20. Recognize the importance of music reading, but do not 
become obsessed with it to the detriment of the over-all musical 
learning of your pupils. 


Teaching Appreciation, Knowledge, and Understanding 


All kinds of learning include affective and cognitive responses 
in some degree. In learning motor skills, for example, motor 
responses are predominant, but these are reinforced and clarified 
by affective and cognitive responses. Appreciation, knowledge, 
and understanding develop through meaningful affective and 
cognitive experience. In learning appreciation affective experi- 
ence predominates, but cognitive experience clarifies the affec- 
tive. In learning knowledge and understanding, cognitive ex- 
perience receives primary emphasis, but affective experience 
illuminates the cognitive. 

The sequence of teaching does not vary greatly from one type 
of learning to another. The steps outlined in relation to teaching 
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performance skills generally hold in teaching appreciation, 
knowledge, and understanding. That is, the teacher must give 
first attention to the development of concepts and then make 
provision for experience, trials, practice, and fixation of cor- 
rect responses. 

The first requisite for teaching appreciation is the develop- 
ment of awareness of and responsiveness to the affective power 
of intensity and release embodied in the tonal movement of ex- 
pressive music. To bring this about the teacher should provide 
varied experience with good and great music well performed. 
This includes music experience through performance and 
through listening. Once the concept of musical expressiveness 
is formed, it, like all concepts, should be named. The terms line 
or phrasing may be used, the former probably being preferable. 

Teaching devices useful in clarifying the concept of line in- 
clude having students exemplify the movement of line in ex- 
pressive bodily movement, drawing curves on the blackboard 
which rise as intensity increases and fall as release takes place, 
performing the same composition both with and without good 
expressive contour, and playing recordings of different per- 
formances of the same composition, one with expressive line, the 
other without. 

As a result of this type of experience, pupils learn to expect 
music to progress from intensity to release, and this is the basis 
for appreciation. Once the basic concept of musical expressive- 
ness has been developed, the teacher seeks to refine and clarify 
it by constantly drawing the pupils’ attention to the expressive 
quality of all the music they experience. As musical experience 
continues, the teacher brings pupils in contact with music of 
different styles and helps them become aware of stylistic dif- 
ferences and develop expectations appropriate to the various 
styles. As a result the pupils learn a different set of expectations 
for folk music, classic music, romantic music, and contem- 
porary music, but all music is bound together by their basic 
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expectation of alternations between intensity and release 
through tonal movement. As stylistic concepts are formed, the 
_ teacher assists pupils in naming them, clarifying them through 
experience, and applying them to all their musical pursuits, 
whether listening, performing, or composing. 

It would seem to be obvious that teaching appreciation must 
be carried on in connection with affective musical experience, 
but teachers sometimes attempt to teach musical knowledge and 
understanding in isolation from musical experience. This is a 
gross error and can never lead to successful results. Examples 
frequently encountered include teaching rhythm and meter on 
a strictly mathematical basis, teaching interyals in isolation, 
teaching harmony without regard to hearing, and so on. 

Successful teaching of musical knowledge and understanding 
begins by providing affective experience with music. The 
teacher helps the pupil develop basic musical concepts by sin- 
gling out from compositions heard and performed general musi- 
cal elements such as melody, harmony, and rhythm and giving 
him the word symbols that serve as labels for these elements. 
After the pupil has had affective experience with a composition, 
the teacher points out the basic rhythm, the different melodies, 
and the structure of the composition, including repetitions of 
melodies and contrasting sections. He helps the pupil orient 
himself to the basic tonality and to changes from it and appre- 
hend the meter, the tone quality of the instrument playing, and 
so on. The pupil learns the word symbols which represent these 
concepts. Further teaching is focused on assisting the pupil in 
gaining further musical experience and in clarifying his con- 
cepts, forming new and more specific concepts, and, finally, in 
generalizing his concepts. The teacher causes the pupil to con- 
trast the meter from one composition to another, the tone qual- 
ity of different instruments, the structural organization of dif- 
ferent compositions, the difference in expressive intention and 
stylistic characteristics, and so on. 
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The essential point is that successful music teaching empha- 
sizes vital affective experiences with music. The teacher’s task 
is to use real music as a means to pupil learning. Every piece of 
music heard, performed, or composed serves as a project for 
musical learning. Every musical experience provides a labora- 
tory, as it were, for the pupil to develop appreciation and un- 
derstanding and to acquire knowledge. 

The teacher raises questions about the music experienced, en- 
courages the pupil to raise questions, and assists him in answer- 
ing the questions and in applying his learning to the musical 
task at hand, whether it be more artistic performance, more 
perceptive listening, or mastering some musical technique. Fi- 
nally, the teacher, as a guide to the pupil in his exploration and 
discovery of musical meanings, assists the pupil in developing 
a method of attacking musical problems. 

Many teachers proceed on the assumption that applied music 
instruction and performance groups should be limited to de- 
veloping skills of performance and that musical knowledge and 
understanding are gained exclusively in general music classes, 
theory classes, and so on. For example, a choral director or voice 
teacher may deplore the fact that his pupils cannot read music 
but refuse to accept any responsibility for teaching them to 
read. This kind of segmented approach to music teaching has no 
justification. Every type of musical activity should result in 
integrated musical experience. While each type of activity prop- 
erly has its own principal focus, all teachers should be con- 
cerned with the over-all musical learning of their pupils. For 
example, applied music instruction has as its principal focus the 
development of performance skill, but the teacher should also 
aim toward appreciation, knowledge, and understanding of the 
music used in performance and should assist the pupil in inte- 


grating the learning he gains elsewhere and applying it to his 
performance. 
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Teaching Attitudes 


Attitudes toward music are learned. They result from experi- 
ence both within and outside the music program. They also 
affect musical learning directly. The music teacher cannot as- 
sume responsibility for all the attitudes pupils acquire, but he 
must take all possible steps to ensure that pupils learn sound 
constructive attitudes toward music and toward their own 
music making as a result of their school music experience. 

Chapter 5 indicated that attitudes may be acquired as a re- 
sult of (1) cumulative experience over a period of time, (2) a 
single vivid experience, (3) emulation of a person or organiza- 
tion, and (4) association of a total situation with one factor 
in the situation. These ways of acquiring attitudes provide 
valuable clues to appropriate procedures for teaching attitudes. 

Music teachers should seek to provide continuity and con- 
sistency of favorable experience with music throughout the mu- 
Sic program. This can be achieved by heeding the musical inter- 
ests of pupils, emphasizing success in music learning, and by 
doing the best possible job of teaching musical skills, knowl- 
edge, understanding, and appreciation. When the music used 
appeals to pupils, when they receive satisfaction from musical 
Participation, when success and confidence attend their musical 
learning, attitudes are inevitably favorable. Thus successful 
teaching itself is the most potent force in the formation of 
desirable attitudes toward music. 

The music teacher must constantly be on the alert to antici- 
pate critical points in musical development when negative atti- 
tudes are likely to develop. Any time a pupil fails in a musical 
experience, the teacher should provide sympathetic guidance in 
helping the pupil understand the reasons for his failure and 
should provide assistance in overcoming the difficulty causing 
the failure, A highly critical point often occurs when boys’ 
Voices begin to change. If understanding by fellow students and 
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the music teacher is lacking at this time, many boys develop 
highly damaging negative attitudes toward music as a result 
of embarrassment arising from the difficulty in controlling their 
voices. 

Music teachers should avoid placing pupils in situations where 
failure is likely to occur. For example, pupils should not be 
forced to play in public a piece about which they are not con- 
fident. Likewise, an inexperienced performing group should 
rarely be placed in competition with a highly superior group. 

The teacher can also influence favorable attitudes by provid- 
ing from time to time musical experiences of unusual inspira- 
tional value. For example, arranging for pupils to hear a per- 
formance by a renowned artist or musical organization fre- 
quently transforms their attitudes. Other procedures. of value 
in this regard include making it possible for pupils to perform 
in a festival under an inspiring conductor, to take an excursion 
to a fine musical event in a neighboring city, or simply to hear 
an especially moving recording. 

Making provision for a large measure of pupil participation 
in planning musical instruction and the music program tends 
to develop favorable attitudes. Such procedures as permitting 
pupils to select compositions for instruction and public per- 
formance, involving pupils in the administration of musical 
activities, and encouraging pupil-planned social events for pu- 
pils participating in the music program point toward the de- 
velopment of favorable attitudes. 

The music teacher should seek to personify the attitudes and 
the ideals he seeks in his pupils. If he has narrow musical tastes 
and disparages one or more types of music, or is scornful or 
unappreciative of the musical efforts of others, many of his 
pupils are likely to reflect his attitudes. On the other hand, if 
he demonstrates cosmopolitan musical tastes and values the mu- 
sical contributions of other people, his pupils are prone to 
emulate him. At least some of the lack of acceptance of con- 
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temporary music on the part of the general public is due to the 
negative attitudes of overly conservative and ill-informed music 
teachers. 

A powerful factor in the development of attitudes lies in the 
amount of prestige associated with the different phases of the 
school music program. In some secondary schools the general 
music program is considered principally as a catchall for musical 
misfits; the orchestra or chorus has much less prestige than the 
band; and so on. Pupils are sensitive to discrepancies such as this 
and adopt attitudes consistent with the condition. The solution 
is to develop a balanced, cooperatively planned program in 
which every type of activity is recognized as making its own 
unique contribution to the over-all musical development of all 
the pupils in the school. 

Psychologists recognize that practicing outward acts of a 
desired attitude frequently results in the formation of that at- 
titude. Teachers should encourage good concert deportment at 
all school concerts and should insist upon acceptable behavior 
in music classes, rehearsals, and assembly sings. 

It is of utmost importance that teachers recognize that atti- 
tudes are learned and can be taught. Desired attitudes should be 
listed specifically and concretely as part of the objectives of 
music instruction along with the teaching procedures and other 
factors which are likely to influence attitudes in the desired 
direction. 


PRINCIPLES OF METHOD 


There follow the statement and discussion of eleven princi- 
ples of method, These principles have resulted from a careful 
analysis of the psychology of learning and of many examples of 
successful teaching experienced and observed over a period of 
years. Each principle is stated, discussed in some detail, and ap- 
plied to the teaching of music. To gain benefit from the prin- 
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ciples the reader should not merely memorize them but should 
consider each carefully and thoughtfully and derive implica- 
tions for his own area of music teaching. 

1. Formulate sound teaching objectives in terms of student 
behavior. The objectives of learning influence greatly the selec- 
‘tion of methods of teaching to be used in a particular situation. 
Using program objectives as a basis, each teacher should de- 
termine where his particular phase of instruction fits and should 
formulate instructional objectives stated in terms of pupil be- 
havior. One of the first jobs of the teacher is to assist pupils in 
defining and understanding the objectives of a course and to 
arouse in them the motivation to achieve the objectives. 

Pupil-teacher planning is essential in formulating instruc- 
tional objectives. The teacher should discover early what objec- 
tives his pupils have for studying music. He may find that their 
objectives are ill defined, but even so focusing attention on ob- 
jectives is worthwhile. Pupil objectives usually consist of the 
immediate things they would like to do with music such as 
learning to sing a particular song or learning to sing parts by 
ear. Using their objectives as a starting point, the teacher can 
lead pupils to understand and accept most of his objectives if 
he shows that he is sympathetic with their points of view and 
interests and if he demonstrates his willingness to help them in 
attaining their immediate objectives. 

The use of an inventory of pupil musical interests at the be- 
ginning of a course of instruction proves highly successful in 
helping the teacher become quickly acquainted with pupils and 
in focusing pupil attention on objectives. Other valuable tech- 
niques include asking pupils to put in writing what they would 
like to accomplish in a music class and having periodic group 
discussions of the question. 

The teacher’s role in formulating objectives is properly one 
of leading and coordinating. He does not assume the role of 
dictator, neither does he serve passively as just another member 
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of the group. His maturity, experience, and insight should qual- 
ify him to inspire the pupils and direct their thinking toward 
worthwhile objectives. 

2. Select valid subject matter and learning experiences which 
are likely to lead to the desired behaviors. There should always 
be a direct relationship between classroom experiences and the 
objectives of instruction. Furthermore, for efficient results the 
pupils should be aware of the relationship. For example, if the 
objectives of a general music class include developing apprecia- 
tion for all kinds of music, the use of a variety of music in the 
classroom is essential and experiences such as the following are 
indicated: 

1. Hearing and performing a wide range of musical styles 

2. Finding meaning in many types of music 

3. Comparing and contrasting different musical styles 

4. Discussing with classmates their varying reactions to com- 
positions 

If one of the objectives is to develop in pupils an appreciation 
of quality in music and musical performance, the following ex- 
periences seem pertinent: 

1. Hearing and performing many different types of music 

2. Hearing performances of varying degrees of excellence 
and identifying the factors that make for excellence 

3. Participating in the refinement and perfection of a musi- 
cal performance 

4. Enjoying the satisfaction that comes from highly devel- 
oped expressive performance 

5. Becoming bored with the repetition of trite music 

6. Finding increasing enjoyment through repeated contact 
with great music 

The clue to the selection of subject matter and learning ex- 
periences is the constant use of actual music of high quality and 
helping students do things with and about it. 

3. Provide for active participation by the pupils. Learning 
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takes place only as the learner has meaningful experience; mere 
exposure and passive reception are not sufficient. The teacher 
must structure a situation in which the learner, having iden- 
tified and accepted a problem, is able to release energy in the 
solution of the problem. For example, in developing fine tone 
quality in playing or singing, the teacher first brings about 
awareness of differences in tone quality by presenting examples 
of good and poor tone quality and demonstrates the superior 
expressive effect attained with fine tone quality. The pupil 
develops a concept of good tone quality and evaluates his own 
playing or singing in relation to his concept. This is, however, 
not enough. The essential next step is for the pupil, with the 
guidance of the teacher, to experiment in producing tone and 
gradually to discover the controls required for the most beauti- 
ful possible tone. The problem is identified when the pupil de- 
velops sound concepts of tone and evaluates his own tone. The 
problem is solved through his active efforts to achieve his musi- 
cal and expressive intentions. 

4. Utilize a variety of devices to increase perception. Musical 
learning requires the development of many kinds of concepts, 
and the teacher must use appropriate means to establish them. 
Recordings and personal demonstrations provide the best means 
of establishing aural concepts and should be used in abundance. 
Talking about tone, for example, can never be as effective as 
recordings of both inferior and excellent tone quality. 

Insight into expressive interpretation of music can be devel- 
oped by playing both good and poor performances of the same 
composition and identifying the factors essential to expressive, 
stylistically sound performance. The use of the tape recorder to 
enable individual pupils or performance groups to hear them- 
selves and to contrast a beginning performance with a highly 
developed performance is likewise effective. 

Visual supports also improve the efficiency with which musi- 
cal concepts are developed. For example, teachers should con- 
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stantly provide notation to focus pupils’ hearing. The practices 
of writing themes on the blackboard and providing scores are 
highly recommended for pupils of all ages. 

Many excellent movies and film strips on several phases of 
music are available and have value in music teaching. Movies are 
especially effective in establishing motivation and good atti- 
tudes. Film strips have value in teaching good position for play- 
ing instruments. Teachers should bear in mind, however, that 
films and filmstrips are not substitutes for the teacher. They 
should be used only when they fulfill a clear-cut purpose of 
which both teacher and pupils are aware. 

5. Arrange a learning sequence which moves from the con- 
crete to the abstract, Musical learning entails the development 
of many abstract concepts, but concrete experience should pre- 
cede the abstractions. Musical notation, for example, represents 
a highly developed abstraction and lacks meaning without prior 
concrete tonal experience. Rich tonal experience gained through 
singing and playing appealing music should precede and ac- 
company study of the notation. The best sequence moves from 
aural experience with tonal and rhythmic patterns to the nota- 
tion which represents those patterns. 

Experience with the space frame of an instrument is essen- 
tial for most people in specific comprehension of tonal relation- 
ship and the understanding of notation. Work with simple 
melody instruments, the Autoharp, and the piano keyboard 
helps the student to comprehend notational and tonal abstrac- 
tions and should be an integral part of general music instruc- 
tion. The value of work of this kind has recently been estab- 
lished by two studies by Nelson designed to determine the 
relative value of a music course in the fourth and fifth grades 
including both vocal and instrumental participation compared 
with a course including only vocal music. The initial study and 
a follow-up of the same children conducted after one year 
showed that instrumental instruction enriches the child’s musi- 
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cal background, so that skills are more readily retained and the 
effect of instrumental study continues to accumulate even after 
its discontinuance. The study also indicated that the fifth grade 
is better than the fourth to introduce specialized instrumental 
instruction.” 

Other procedures which tend to make musical meanings clear 
include the use of bodily movement to rhythm, moving the 
hand up and down to parallel melodic movement (sometimes 
called melodic conducting), and the use of bodily movement 
to show line or phrasing. 

6. Secure a high level of motivation. Managing the learning 
environment so that optimal motivation is present represents 
one of the most complex but most important of the teacher’s 
tasks. Motivation is closely associated with interests, setting 
reasonable and rewarding goals, and experiencing success in 
attaining goals. Because of the many variables in learning situa- 
tions it is impossible to describe standard devices for securing 
motivation, but an understanding of the important factors in 
motivation enables the teacher to evolve teaching methods 
which result in a high level of motivation. 

MOTIVES ARE LEARNED. People are not born with interests 
or motives except those essential to survival, nor do other mo- 
tives develop spontaneously. All except the most basic survival 
motives are learned, and all motives are shaped and refined 
through experience in living. 

Failure to understand this fact has led some music teachers 
to a false notion of what it means to base instruction on pupil 
interests. They rightly begin instruction on the basis of present 
interests but fail to take the steps necessary to aid the pupils in 
developing new and progressively better interests and motives. 


®Carl B. Nelson, “An Experimental Evaluation of Two Methods of Teaching 
Music in the Fourth and Fifth Grades,” Journal of Experimental Education, 23:231- 
238, March, 1955; and “Follow-up of an Experimental Teaching Method in Music at 
the Fourth and Fifth Grade Levels,” Journal of Experimental Education, 24:283-289, 
June, 1956. 
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Musical instruction should indeed be based initially on interests 
and motives that pupils bring to the instruction, but successful 
teaching will result in the development of motives that are more 
complex, more sophisticated, and, most important, motives that 
are intrinsic to music and the musical experience. 

Many pupils are, for example, motivated to play in the band 
by the prospect of a uniform, the advantages of membership in 
a prestige group, the opportunity to take trips, and so on. These 
motives have been learned; they are powerful and legitimate. 
They are not, however, intrinsic to musical experience. 

The proper course for the band director is not only to capi- 
talize initially on these motives but also to exert his best efforts 
to help pupils learn through musical experience motives that are 
intrinsic to music, such as the desire for excellence in perform- 
ance and the desire for the satisfaction that comes with expres- 
sive musical experience. 

The learning of motives intrinsic to music and musical ex- 
perience frequently results in the much sought carry-over of 
school music experience to out-of-school living. Continued re- 
liance on extrinsic motivation almost ensures that the pupil will 
remain little affected by his school music experience and that he 
will not continue musical participation once the motivating 
trappings of the school music program no longer influence him. 

THE LEVEL OF ASPIRATION IN MOTIVATION. Hilgard and 
Russell have defined level of aspiration as “a goal that an indi- 
vidual sets for himself which he expects to reach or wishes very 
much to reach.” ® One of the music teacher's most important 
tasks is assisting pupils in setting a reasonable level of aspiration 
and in achieving success in attaining it. 

Sears’s study of the level of aspiration in successful and un- 
successful school children has important implications for music 


"Ernest R. Hilgard and David H. Russell, “Motivation in School Learning,” 
Learning and Instruction, National Society for the Study of Education Foe 
Yearbook, Chicago, 1950, part I, p. 39. 
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teaching. She found that pupils with prior experience of success 
tend to be realistic in goal setting. They generally expect im- 
provement but do not expect accomplishment out of line with 
reality. Pupils who have failed, on the other hand, either are 
beaten down and expect nothing of themselves or ignore their 
previous failure and set too high goals.” 

Goal setting must be learned, and music teachers must assist 
pupils in learning to set realistic goals. For example, if the 
teacher does not provide experience that will help the applied 
music pupil develop a sound concept of accurate and expressive 
performance, the pupil is likely to set his goals too low and be 
satisfied with sloppy, inaccurate, and mechanical playing. On 
the other hand, if he allows the pupil to select a piece too far 
above his facility, the pupil may experience failure and a feel- 
ing of futility about his progress in music. 

The best learning takes place when the pupil sets for himself 
realistic, attainable goals, identifies the problems implicit in the 
goals he has set, and achieves success in reaching the goals. An 
important facet of successful music teaching lies in helping the 
pupil in these tasks and organizing his experiences, so that he 
sets progressively higher goals as the instruction proceeds. 

ADMINISTRATIVE FACTORS IN MOTIVATION. Administrative 
factors in motivation include marking and grouping practices. 
Teachers frequently attempt to stimulate achievement through 
awarding or withholding good grades. Some music teachers, for 
example, give all pupils A’s with the notion that the symbol of 
success will encourage them to increased accomplishment and 
will result in good attitudes. Other teachers tend to grade low 
and to hold out the prospect of higher grades as a spur to learn- 
ing. Research indicates that marking may not stimulate pupil 


*Pauline S. Sears, “Levels of Aspiration in Academically Successful and Unsuc- 
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achievement one way or the other.® Other considerations may 
make a marking system necessary in music education, but it 
cannot be supported on the basis of its contribution to pupil 
achievement, A much sounder basis for motivating learning is 
teacher-pupil diagnosis of difficulties encountered in learning. 

Grouping practices do have a direct influence on motivation 
and pupil achievement, and homogeneous grouping for musi- 
cal instruction has many advantages. For example, pupils in 
secondary school general music classes frequently have such a 
wide range of music experience and musical interests that the 
teacher has difficulty planning experiences that are rewarding 
and stimulating to all of them. This problem can be lessened by 
grouping the pupils according to the extent and quality of prior 
musical experience. 

The use of small-group work influences motivation and is 
frequently advisable in music-education programs. Working 
with others who have similar interests and comparable ability 
helps students set reasonable levels of aspiration and encourages 
the development of musical initiative leading to musical inde- 
pendence. For example, performers in large instrumental or- 
ganizations frequently exhibit a great range of playing pro- 
ficiency. Those with high levels of skill usually play the lead 
parts and gain little acquaintance with harmonizing parts. 
Those with less skill are usually assigned to second or third 
parts which provide little challenge or musical nourishment. 
These lacks can be minimized and motivation enhanced by or- 
ganizing small ensembles in which players of comparable ability 
play and study music together. When advanced pupils are as- 
signed to help the less proficient groups, rewarding results ac- 
crue for both pupils and pupil-teachers. 

7. Make provision for the individualization of instruction. 
We have stressed that each pupil must do his own learning and 
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that each pupil has a unique combination of capacity, experi- 
ence, incentives, and objectives. This means that the teacher 
must make definite plans for the individualization of instruc- 
tion within the framework of the music class. Individualization 
of instruction may be secured by adapting objectives and stand- 
ards to individual needs and by making provision for individual 
and small-group work. 

The key to adapting objectives and standards to individual 
needs is flexibility in the learning situation. The teacher should 
organize a common body of learning experiences with suff- 
cient variety and range of difficulty to interest all pupils but 
should, in addition, make provision for individualization by 
establishing flexibility of objectives and standards, so that each 
pupil can find and work at rewarding tasks in which he is espe- 
cially interested and with which he is likely to be successful. 
For example, a child in the first or second grade who has not 
gained control of his voice should not be harassed by efforts to 
bring him up to the level of the group in this respect. The 
teacher can gain his wholehearted participation in music by en- 
couraging him to sing with the group, but, at the same time, 
emphasizing his playing rhythm instruments or tone bells to 
accompany the singing. Most children gradually gain control 
` of their voices with this kind of experience and treatment. If, 
on the other hand, he is singled out, embarrassed, and labeled 
as a failure, he is likely to withdraw completely from musical 
activities, develop damaging negative attitudes, and avoid musi- 
cal participation in the future. At the other end of the scale, a 
child with unusual proficiency in music should be given extra 
challenges. If he can play the piano or an instrument, for exam- 
ple, the teacher may ask him to prepare and play accompani- 
ments for some of the songs the class is singing. 

A child in the upper grades who has had difficulty singing 
and is just gaining control of his voice should not be expected 
to sing a part simply because the other children are doing so and 
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the course of study calls for part singing. The teacher should 
allow him to sing melody until he has a feeling of confidence 
in his ability and challenge him with singing a part when he 
is likely to have success. 

All musical instruction should provide for the students to 
initiate and develop individualized assignments. In general mu- 
sic, for example, students should have the opportunity to ex- 
plore on their own whatever type of music holds particular 
interest for them. If a student wishes to work out guitar ac- 
companiments for a group of classroom songs or make a study 
of prominent jazz musicians, he should be encouraged and as- 
sisted by the teacher. Work of this kind is a far cry from that 
required by the typical assignment to keep a notebook of in- 
formation presented in class, to complete a workbook, or to 
write a paper on a specified composer, but the resulting musical 
learning is likely to be far superior. 

Teachers of instrumental classes should encourage pupils to 
play pieces of their own choice, to develop practice materials 
directly pertinent to their own playing problems, and to explore 
music outside the instruction book being used. These individ- 
ualizing procedures stand in sharp contrast to teaching in which 
the entire group proceeds at the same pace on identical material 
selected by the teacher. 

Another type of individualizing procedure has to do with 
dividing the class into small groups. For example, instrumental 
classes and performing groups profit from the formation of 
small ensembles composed of players of similar interest and level 
of competency. This type of activity has many advantages. The 
opportunity for students to work on their own and to develop 
musical independence in a homogeneous group is extremely 
valuable. Furthermore, this type of activity has great possibili- 
ties for carry-over into out-of-school life. 

The individualization of instruction is achieved principally 
by introducing flexibility into the learning situation: flexibility 
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in classroom activities, in assignments, and in grouping prac- 
tices, Procedures for attaining individualization are somewhat 
complex, but the rewards are great and well worth the plan- 
ning and effort required. 

8. Provide opportunities for exploratory experiences in mu- 
sic. Since pupils learn not only while undergoing instruction but 
also from all conditions in the environment, music teachers 
should provide opportunities and facilities for pupils to explore 
music outside the framework of the classroom. For example, 
elementary ‘schools should have a place where children can ex- 
periment with rhythm instruments, tone bells, informal instru- 
ments, graduated glasses, a piano, and, under supervision, stand- 
ard instruments. Likewise, pupils should have easy access to 
books on music, recordings, and instruments for informal read- 
ing, singing, playing, and listening. 

When pupils feel free to explore music on their own, their 
real interests come to the fore; and they are uninhibited and 
enthusiastic. Teachers should encourage participation of this 
type and be available for guidance when this is desired by the 
pupils, but they should be careful not to intrude upon or depre- 
cate the efforts of pupils. 

9. Emphasize creativity in all music instruction, Creativity 
is much talked about in music education, but little is accom- 
plished except in connection with elementary school music 
programs. Even there much of what passes for creativity often 
has a stilted, unspontaneous quality. Spontaneity and original- 
ity, essential ingredients of creativity, are often lost because of 
the increasing compartmentalization of musical instruction, the 
emphasis on techniques, the striving for quasi-professional 
standards, and the domination of public performance. 

In the second and third decades of this century creativity in 
music education had the connotation of making instruments 
and experimenting with them to compose music. Later, creat- 
ing songs according to formulae became the fashion. Both types 
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of work continue today, but neither has resulted in continued 
creative work beyond the elementary school. Recently crea- 
tivity has been more broadly conceived as the personal dis- 
covery of one’s musical ability and the discovery of a higher 
level of achievement through musical experience with little or 
no emphasis on composition itself. This concept represents a 
sound basic approach to music education but does not necessar- 
ily result in creativity. 

It seems obvious that all phases of the music-education pro- 
gram would profit from real creative work in which composing, 
performing, and listening are combined into an integrated ex- 
perience. This can be achieved by emphasis on improvisation or 
extemporization all along the line, from the elementary school 
through the secondary school and beyond. Wherever students 
sing or play instruments, there is an opportunity for creativity. 
The work of David Barnett, Gladys Moorhead and Donald 
Pond, and Grace Cushman provides promising leads in this 
direction, and the practice of jazz musicians demonstrates €x- 
actly the kind of direct approach to creativity which can be 
used successfully in the school music program and in private 
instruction. 

Singing and playing descants to melodies by ear, singing and 
playing harmonic accompaniments by ear, embellishing a 
known melody, improvising on a given chord progression, and 
playing and singing variations on a melody are feasible ap- 
proaches to creativity which can be used at all levels of the 
music program. Once this type of work has begun, many stu- 
dents will continue it on their own. If the results are especially 
pleasing to them, they will want to preserve their work in nota- 
tion. This will often lead to expansion to a larger form, polish- 
ing, and revising. 

The results include spontaneous self-expression, more acute 
listening, freedom with the voice or instrument, functional 
knowledge and natural use of notation, development of musical 
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understanding, appeal to musical initiative, and enthusiasm for 
music and music making. 

10. Establish valid and stimulating means of evaluating out- 
comes, Evaluation is essential to high levels of motivation in 
learning and to the improvement of teaching methods. Evalua- 
tive procedures should be focused on determining the extent 
to which pupils are progressing toward the objectives of instruc- 
tion. This focus can be achieved only when objectives are clear 
to both teacher and pupils. 

Evaluation should be comprehensive and continuous. If ob- 
jectives are ignored in evaluation, they cease to have potency 
in giving direction to the learning efforts of pupils. Good teach- 
ing methods are characterized by a variety of daily and periodic 
evaluative procedures which keep the pupil informed of his 
progress and which develop in him the resources for and the 
habit of constant evaluation of his own learning efforts. Self- 
evaluation by pupils and cooperative evaluation by teacher and 
pupils provide the most meaningful information on pupils’ 
progress toward the objectives of music teaching. 

Chapter 11 treats evaluation specifically and in detail. It 
suffices here to emphasize that evaluation is an integral part of 
meaningful learning and successful teaching, and that neither 
process can be considered complete until the results have been 
appraised and revealed to the learner. 

11. Establish a favorable social climate in the classroom. A 
favorable social climate has a dramatic effect upon the learning 
situation. Studies of interpersonal relationships in the classroom 
have revealed that pupils tend to give high ratings to teachers 
who develop a high level of personal relationships and acquaint- 
ance with their pupils and that the teacher traits most valued 
by pupils include, along with knowledge of subject matter, 
high ideals and fairness to pupils.° 


? See Russell V. Bollinger, “The Social Impact of the Teacher on the Pupil,” Journal 
of Experimental Education, 13:153-173, June, 1945; Wilbur B. Brookover, ‘Person- 
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In securing a favorable social climate procedures such as the 
following have tremendous value: (a) cooperative planning, 
(b) the use of positive incentives, (c) the establishment of an 
atmosphere conducive to free, friendly discussion among pupils 
and teacher, and (d) manifestation by the teacher of interest in 
pupils and of understanding of their problems. 

An excellent way to initiate cooperative planning is to begin 
the year with a discussion of what the pupils would like to get 
out of the year’s experience in music. A typical group will raise 
numerous questions and problems and offer many suggestions 
for preferred activities, types of music, class projects, and so on. 
The teacher may properly help clarify the suggestions and ques- 
tions, but he should accept all serious suggestions, even though 
they may not be exactly what he desires to secure. For example, 
pupils in a secondary-school general music class may express 
what seems to the teacher an unwarranted interest in popular 
music. If he disapproves and rejects this interest, any further 
effort at cooperative planning is useless—the pupils will know 
that he wants cooperation only on his own terms. The clue for 
the teacher in this situation is to use this interest in popular 
music as a means to developing musical understanding and mu- 
sical skills; he must avoid a simple entertainment situation. Once 
the serious study of popular music is underway and some musi- 
cal learning has taken place, he should organize a discussion of 
outcomes, again raise the basic question, and lead the pupils to 
a broader concept of music and musical achievement. Once the 
cooperative climate has been established and the teacher has 
demonstrated an attitude of give-and-take, the pupils are likely 
to go along with his suggestions. 

The idea of shared responsibility has several advantages. It 
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brings about a close relationship between pupils and teacher and 
results in many valuable suggestions which might not have 
otherwise been forthcoming. Most important, it results in co- 
operative work on problems of mutual concern and interest— 
the optimum setting for effective learning. 

The considerable research on the effect of incentives indicates 
that any recognition of pupils’ work, either positive or negative, 
is more effective than no recognition; but positive recognition 
is more effective than negative, especially over a period of time. 
Praise and pleasant suggestions bring about more effective learn- 
ing than blame and scolding. Sarcasm and ridicule obviously 
have no place in the music classroom. 

Teachers of performance groups and applied music sometimes 
tend to use negative recognition preponderantly, especially 
when working under pressure of time. That is, they emphasize 
deficiencies and mistakes and rarely mention strong points in 
the performance. On the other hand, teachers of general music 
sometimes fail to react in any way when the pupils have sung a 
song—one song is finished, the class goes on to another, and 
that’s all there is to it. Although it would obviously be foolish 
to go into raptures over a poor performance which the pupils 
probably recognize as deficient, teachers in both these situations 
should try to find something to praise in every performance. 
The clue to the proper use of incentives lies in giving first at- 
tention to praiseworthy aspects of pupil achievement and main- 
taining a positive, kindly, and helpful attitude toward mistakes 
and deficiencies, 

To establish an atmosphere conducive to free and friendly 
discussion the teacher should give concrete evidence of valuing 
and giving consideration to ideas expressed by pupils and should 
encourage the free interchange of opinions among pupils with- 
out the teacher’s always serving as the intermediary. Teachers 
should also look for and encourage initiative, leadership, and 
the ability of pupils to think for themselves about music, even 
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though their ideas and opinions do not coincide with those of 
the teacher. 

Music teachers should constantly bear in mind that pupils 
of every age are, like teachers, only human and that they re- 
spond warmly to interest, recognition, and understanding from 
other people. As a first step the music teacher should learn the 
pupils’ names quickly and habitually use them in class discus- 
sion and personal contacts. As the term progresses, he should 
make a conscious effort to know his pupils well, to become 
aware of their strengths and weaknesses, and to understand 
their problems not only in the music class but outside as well. 
Using interest inventories, consulting the cumulative records 
kept for each pupil by the central office, and making provision 
for private consultations with pupils represent valuable ways 
to understanding. The most important factors, however, are 
the teacher’s warmth and feeling for pupils as persons and his 
desire to know, understand, and assist them in every way pos- 
sible. 

The establishment of a favorable social climate holds the key 
to the avoidance of discipline problems. The result is not the 
rigid submissive discipline attained through force and fear but 
a far healthier type of inner discipline and self-discipline based 
on mutual respect and mutual purposes. 


SUMMARY 


Teaching is defined as the organization and conduct of learn- 
ing experiences. It serves to arrange the learning environment 
for the pupil in such a way as to increase the efficiency of his 
learning. The procedures used by a teacher to organize the 
learning experiences of his pupils are called teaching methods. 
Three factors are held paramount in considering methods of 
teaching music: (1) pupils do their own learning and must be 
the center of consideration; (2) pupils learn from all influences 
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in the learning environment; and (3) methods of teaching 
must be compatible with the objectives sought. Authentic and 
lasting musical achievement represents the ultimate criterion 
in judging the success of methods of teaching music. 

The bases of teaching methods include the nature of music 
and the musical experience, the objectives of instruction, the 
nature of the learning process, the maturational level, past ex- 
perience and present needs and interests of pupils, and teacher 
competencies. The teacher must take all these varied and com- 
plex factors into account and devise teaching methods in terms 
of his own unique situation. 

The task of music teaching centers on establishing concepts, 
providing meaningful practice situations in which concepts are 
clarified and applied to a problem, and analyzing the results of 
practice. This, in turn, leads to further problem-centered prac- 
tice to fix correct responses. The psychology of learning and 
analysis of successful teaching practices provide the basis for 
the development of principles of method. 


QUESTIONS FOR DISCUSSION 


1. What is teaching method? How does it relate to the other instruc- 
tional factors, such as musical materials and subject matter? In what 
sense may one’s teaching methods extend beyond his actual presence? 

2. Identify and describe several basic types or forms of teaching 
method. What determines the suitability of a particular method? 

3. What is meant by “logical versus psychological” organization? 

4, What is the measure of successful teaching? Why is it dangerous 
for one teacher to imitate another’s methods? What extraneous factors 
help determine teaching methods? 

$. Describe the general process in teaching performance skills. What 
dangers are to be avoided? 

6. How should one approach the teaching of musical appreciation? 
Illustrate the value of using contrasting examples of the same music. 

7. What is the first step in teaching knowledge and understanding? 
Why does this imply the value of teaching these in every type of 
music class? 
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8. Describe various ways to promote better musical attitudes. 

9. How may students be led to define their purposes? Describe how 
the teacher helps stimulate learning activity of students, What teach- 
ing devices are helpful? Why is concrete activity so important? 

10. How may new and more useful motives for musical study be 
established? What kinds of arrangements influence motivation? 

11. What are musical standards? Should all students be expected to 
meet the same standards? Describe methods for achieving individualized 
instruction, 

12. By what means may musical creativity be promoted? 

13. Where does the value lie in planning and working with pupils? 
Why is it important to react openly to the musical efforts of pupils? In 
what ways can teachers properly demonstrate their interest and concern 
for their pupils? 
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Chapter 9 


Administration of 


the Music Program 


Every educational program requires some form of adminis- 
tration. The music program is no exception, for it is a complex 
operation regardless of the size of the school. This chapter out- 
lines administrative patterns, the theory and structure of ad- 
ministration, and a basic approach to administrative problems. 
The work of administration in relation to the music program, 
personnel, and facilities is reviewed in some detail. 

Administration provides the setting for learning; the ma- 
chinery of organization is administrative. Typical administra- 
tive problems include budgeting and financing, purchasing, 
disbursing supplies, securing the repair of equipment, selecting 
and promoting teachers, scheduling, instituting program eval- 
uation and reform, keeping student records, providing for stu- 
dent guidance, and public relations. These functions are essen- 
tial but are not to be considered primary ends in themselves; 
they represent means to the best possible education for students. 


ADMINISTRATIVE PATTERNS 


This discussion is not addressed specifically to music super- 
visors, school superintendents, department chairmen, or other 
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individuals whose titles carry the connotation of administra- 
tive duties. It is written, instead, for all music educators and 
future music educators. It is important to note that all teachers 
are concerned to some degree with the administrative affairs 
just outlined. The titular head of a school system—the super- 
intendent or college president—is manifestly supported in his 
administrative functions by deans, principals, department 
heads, and supervisory experts in the various fields of knowl- 
edge. The school principal is both administrator and supervisor 
and may be an instructor as well; the job of music supervisor 
sometimes involves these same three functions also. The respon- 
sibilities for directing any school musical organization are par- 
tially administrative. 

It is also an interesting fact that administrative status may 
or may not carry an equivalent administrative function. Some 
schools are organized so that full authority is carried only in 
the top echelons, and the supervisors and heads of departments 
largely transmit and carry out directives. In other situations an 
individual with no title other than that of music instructor 
may actually be directing the affairs of the music program. The 
title of chairman or director often comes by virtue of seniority 
or on the basis of the earlier assumption of effective control and 
coordination of the music program. 

Because of the varying degree in which music educators may 
be charged with administrative responsibility, it is necessary to 
write in terms of the total administrative concept. This picture 
should then serve as a point of reference in any specific instance. 


TYPES OF ADMINISTRATION 


The Autocratic System 


The practice of administration varies widely. One of the 
more common types is, of course, sheerly autocratic. It is the 
commonly held notion of administration. One person, legally 
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appointed to the position, holds few conferences, makes deci- 
sions, gives orders, and sees that these are carried out. Lines and 
channels of authority are sharply drawn, and each person is ac- 
cessible to higher authority. Duties and activities are assigned 
from above and suggestions are referred upward for decision. 

This system is clearly based upon the military pattern, its 
chief characteristic being a kind of line and staff organization. 
Certain officials—superintendents, principals, heads of depart- 
ments—carry executive authority; the supervisors, consult- 
ants, and specialized experts occupy the position of staff officers, 
supplying information, advice, and technical assistance. 

The administrators themselves are hardly to be blamed for 
this pattern, since it is so often outlined by school boards and 
boards of regents and fully supported by the taxpayer in the 
interest of efficiency. There is ample precedent in the business 
world for this type of operation. 

There are differences, however, between military and com- 
mercial pursuits on one hand and the educational enterprise on 
the other; victory or profit can possibly justify the arbitrary 
and impersonal deployment of people, but the primary aims of 
the school are personal development and individuality. The full 
capabilities of a teaching staff can be released only through indi- 
vidual assumption of responsibility. Direct orders and close 
checking upon their activities only stultify any creative con- 
tributions which music teachers might make. There is also the 
danger that machinery set up by a central staff will not be fully 
applicable to the daily task of instruction and these rigid formu- 
lae will tend to become ends in themselves. There are instances 
where roll taking has become surrounded by all sorts of red tape 
and loss of instructional time, and other cases exist im which ex- 
tensive test batteries are administered to every student—the 
results only to be filed away permanently as some sort of “time 
capsule,” HEE, 

The attempt is usually made to alleviate the: more glaring 
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shortcomings of an autocratic administrative pattern through 
specific provision for cooperation and coordination among the 
entire teaching staff. This job is usually commenced through 
the appointment of interlocking committees and subcommit- 
tees. The success of the plan depends upon the direct qualifica- 
tions of the-committee members and the actual authority 
granted them, as well as upon the common educational philos- 
ophy which they may be able to establish. Too often the setup 
is quite artificial, as many teachers can testify. At the least, 
however, these groups can provide forums for the expression 
of staff opinion. 

Much good can result from a policy of flexible operation, in 
which the usual line of authority is adjusted to special circum- 
stances. Thus, the band director consults directly with the head 
of the institution concerning tours and major items of equip- 
ment; the elementary teacher requisitions needed materials di- 
rectly through the music consultant; and news items are not 
“cleared” but sent directly to the newspapers. 

An even more fundamental alteration in the line and staff 
organization is achieved by the administrators and supervisors 
who partially maintain their function as teachers. When one 
is directly concerned with the teaching-learning process he is 
more likely to view sympathetically the problems and needs of 
other teachers. There is no doubt, either, but that the remainder 
of the staff are not so ready to criticize but tend to view the 
teaching administrator as a true colleague. 


Laissez-faire Administration 


Some well-intentioned administrators try to escape the stereo- 
type of autocracy by abdicating their responsibility for leader- 
ship. The teacher is left to carry out his duties as he thinks best 
and is expected to bring his needs to the attention of the admin- 
istrator. This only results in gross unfairness, since some staff 
members are more insistent and skilled in presenting their needs; 
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thus, parts of the program will forge ahead while others lan- 
guish. This type of administrator is eventually relegated to the 
«position of holder of the purse strings and has little or no con- 
structive impact upon the music program itself. 


Democratic Administration 


The necessity for a democratic concept of administration is 
inescapable, It is the only way in which efficient management 
and an imaginative program can be achieved in a truly modern 
system of education. The basis for this form of administration 
has been stated in this fashion: * 


1. To facilitate the continuous growth of personalities by 
providing all persons with opportunities to participate actively 
in all enterprises that concern them 

2. To recognize that leadership is a function of every indi- 
vidual and to encourage the exercise of leadership by each 
person in accordance with his interests, needs and abilities 

3. To provide means by which persons can plan together, 
share their experiences, and cooperatively evaluate their achieve- 
ments 

4. To place the responsibility for making decisions that af- 
fect the total enterprise with the group rather than with one 
or two individuals 

5. To achieve flexibility of organization to the end that 
necessary adjustments can readily be made 


The democratic concept helps make administration more ef- 
fective, because, through freedom of action, the abilities and 
best qualities of everyone are brought to bear upon the prob- 
lems that need attention. Full right to participate in planning 
and decision enhances the possibility that the actual work will 
be carried out thoroughly and completely and in full knowl- 


1G. Robert Koopman and others, Democracy in School Administration, D. Appleton- 
Century Company, Inc., New York, 1943, pp» 3-4. Reprinted by permission of 
Appleton-Century-Crofts, Inc., New York. 
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edge of the probable consequences. This process also helps avoid 
error, since impending problems are fully investigated and in- 
telligent revision of plans is distinctly encouraged. 

It must be pointed out that democratic administration even- 
tually depends upon the extent to which the school personnel 
will accept these responsibilities. 


THE ADMINISTRATIVE PROCESS 


By whatever means it is conducted, administration has certain 
functions to fulfill; its relationship to the school has been stated 
in these terms: “Administration is a part of a unified enterprise, 
which enterprise—school or school system—is somewhat more 
than the sum of the functions which make it up; ... the func- 
tion of administration can have no meaning as a service apart 
from the other services, unity among the services implying a 
certain interlocking between administration and each of the 
other functions.” * 

These other functions include instruction, guidance, research, 
supervision, and so on; each has a part to play in promoting the 
educational enterprise. The special part to be played by admin- 
istration consists in “directing the organized efforts of others 
toward the accomplishment of chosen objectives.” * 

Sears has accomplished an admirable analysis of the adminis- 
trative task: * 


I. In terms of the work to be done, the job: 
1. Formulation and establishment of educational objectives 
2. Preparation of the school program 
3. Grouping of the children 


2 Jesse B. Sears, “The Nature of the Administrative Process in Education: A Partial 
Analysis of the Factors Involved,” Educational Administration and Supervision, 31 (1) +4» 
January, 1945. 

* Ibid., p. 3. 

* Ibid., p. 7. 
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4, Staffing of the schools and of the program 

5. Provision of shelter and equipment 

6. Giving instruction and care to the children 

7. Financing and keeping of records 

8. Public relations 

IL. In terms of the process or types of activity required: 
1. Planning—through research activities 
2. Organizing—through a division of labor and written 
rules 

3. Directing—through regulations or direct orders 

4. Coordinating—through guidance and supervision 

5. Controlling—through authority and knowledge 

Ill. In terms of authority to be applied: 
1. Authority of law 
2. Authority of administration—discretionary power un- 
der the law 
3. Knowledge obtained by study of the task 
The administrator is not held responsible for accomplishing 

all these things personally, but for discovering what needs to be 
done to provide the proper educational setting, to place in mo- 
tion plans to achieve those ‘ends, and to organize and direct the 
attack. That is, whoever is charged with administration of the 
music program does not set up the objectives and the program 
of instruction; he may not actively engage in teaching; the 
actual raising of funds and the purchase, installation, and care 
of equipment may be handled by other people. Yet, all of these 
matters are his business. The art of administration lies in the 
skillful use of authority in developing the combined attack 
upon all these problems, so that the work of the school or de- 
partment can be carried forward effectively. 


Planning 
The music program must be based on continuous research 


and should utilize expertness wherever it is found, Someone 
must figure out what is to be done, how to do it, and what re- 


276 CHAPTER 9 


sults should be expected. For example, there is a need to antici- 
pate the size of next year’s musical groups and what additional 
items of equipment will be purchased; concerts and trips must 
be scheduled, music chosen, and publicity material prepared. 
New class schedules may need to be set up and teacher work 
loads adjusted; budget allocations have to be determined. 


Organization 


Individuals and facilities must be employed in a way which 
will create the strongest attack upon educational problems. 
Teachers may need to be organized to deal with poor attendance 
or discipline. Practical systems must be devised for handling 
purchases of music and repair of instruments; procedures must 
be established for the loan of musical equipment. 


Direction 


People are directed in the accomplishment of tasks by direct 
written or spoken order or by means of established routines, 
regulations, and procedures. There is nothing inherently author- 
itarian in indicating to another what should be done, so long 
as one is backed by sufficient information. If it is known that 
a certain teacher is best qualified and free to handle an assign- 
ment, it is enough to say so; details of the assignment can be / 
given by simply indicating the facts relating to it. 


Coordination 


This crucial administrative function depends upon the plan- 
ning, organization, and direction previously accomplished. As 
Sears puts it, “To coordinate is to see that all participants have 
the same conception of the purpose and plan of action, to sig- 
nal them to start their work, and to watch all parts to see that 
each is played in time, place, intensity, and purpose as 
planned.” ® There is a great deal of coordination to be done in 

* Ibid., p. 17. 
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music education, where individualism is the rule and teachers 
sometimes work at cross-purposes. 


Control 


An administrator must hold people to their responsibilities. 
This can only be accomplished by evaluation. That is, in terms 
of the plans that have been made and the assignments that have 
been accepted, performance must be checked and reported. The 
conduct of instruction, staff teamwork, condition of equip- 
ment, and every item which affects instruction must come un- 
der surveillance, 


THE ADMINISTRATOR 


Successful accomplishment of the administrative task as it 
has just been outlined depends upon the manner in which it is 
approached. Extraneous qualifications, such as the possession 
of advanced academic degrees or political preferment, too often 
dictate the choice of administrators. It should be noted that 
administrators must work with and through other people. Fail- 
ure in this regard causes many fine plans and well-conceived 
actions to misfire. 

Here we are treating the qualifications or attributes of good 
administrators. An understanding of the factors is important 
not only in judging applicants or in attempting personal im- 
provement but also in throwing further light upon the actual 
mechanics of administration. 


Leadership in Solving Joint Problems 


An administrator should demonstrate special fitness to lead 
others. The one who would be prepared to exercise leadership in 
the music program must be “at home” within his field of re- 
sponsibility. In a very real sense he is an “authority.” For in- 
stance, the director of the school instrumental program should 
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have had much experience playing in bands and orchestras; 
he should be able to conduct instrumental organizations and 
know their literature; and he should have had experience in 
teaching beginners as well as advanced students. 

Mere background is not enough, however; leadership is a skill 
which must be learned. It is the quality of getting other people 
to do things without coercing them. Thus, practice in educa- 
tional leadership is essential. 


Desire and Ability to Cooperate 


Administrators must suppress any desire to dominate. The 
power which the administrator holds over the affairs of the 
music program must not be used to enhance his personal glory 
nor to advance the cause of a particular musical organization 
or field of endeavor over another. The cooperative administra- 
tor works well with others, analyzing with them the problems 
which they face and securing the insight of the group. He must 
be able to recognize and promote leadership in others and en- 
courage them to do things for which they are qualified; he re- 
sists the temptation to take care of everything personally. 


Intelligence and Personality 


Intelligence has been defined in several ways, but it most cer- 
tainly involves quick perception and adjustment to actual cir- 
cumstances. This quality is plainly necessary in directing the 
complex affairs connected with a music program. 

Personal qualities desirable for an administrator include 
poise, friendliness, emotional stability, a pleasant demeanor, and 
interest in and regard for other people, an attribute which will 
cause them to trust him and react positively to his reasonable 
advances. The administrator inevitably comes in contact with 
many people, and he needs to develop skill in meeting them 
and making them feel at ease. 
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Understanding of Human Shortcomings 


People can be expected to fail occasionally to measure up to 
their responsibilities. Since this is true of the administrator him- 
self, he need not expect perfection from his professional col- 
leagues or students. s 


Ability to Bring Issues to a Decision 


Good administrators do not vacillate. True, many issues are 
better left to develop, and no decision should be made without 
the reasons to back it up. Once the facts are known, however, 
and due consideration has been given by all concerned, a defi- 
nite and hopeful course must be chosen. 


PRINCIPLES OF ADMINISTRATION 


The various elements of administrative practice previously 
discussed do nothing to restrict its wide latitude of operation. 
Administration characteristically evolves in each case to meet 
circumstances, It recognizes few rules but establishes its own 
precedents; it is intensely practical. 

Administration, however, should be more than an effective 
mechanism. It should be practiced in conformity with sound 
rules of action, or principles: 

1. Administrative responsibility should cover all factors in- 
volved in producing good musical learning. The administrator 
secures a place to teach and stocks it with the necessary equip- 
ment. He provides for the selection and welfare of the students 
and teachers. He sees that desirable educational results are de- 
fined and proper measures taken to secure them. In accomplish- 
ing these matters to the best of his ability he must rely upon 
higher authority—the board, the community, et al.—and upon 
the students and teachers gathered around him, thus in fact 
reassigning portions of his responsibility. 
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2. Administrative authority should be exercised to ensure 
the best operation of the music program, being delegated in 
part to those held responsible for any aspect of this operation., 
The most excellently conceived educative arrangements need 
constant enforcement and sensible revision. No one person, 
however, can directly accomplish the work of the school, All 
personnel must be given the authority to operate as they see 
fit within the limits of their responsibility. Authority reverts to 
the administration whenever the essential responsibilities are 
not being fulfilled. 

3. Administrative policy should be formed and carried out in 
terms of the objectives of the music program. All rules and 
plans should have reference to aims—that is, to the kind of 
musicianship that is to be produced. Too often, administration 
is trying to “prove” something. It is thus generally wise to 
establish policy on a joint basis, although application of this 
same principle sometimes requires arbitrary action. 

a need for joint policy making has been stated in this 
way: 


Group formulation of policies merely utilizes the intelli- 
gence of more persons. It utilizes the data about learners that 
teachers are collecting daily as well as data gathered elsewhere. 
Policies resulting from the application of the group method 
will be utilized much more intelligently, for the group is moti- 
vated to carry out policies it helps to develop. More than that, 
teachers inevitably grow in power as the result of such experi- 
ences. The competency of teachers is thereby increased. 


Group policy making is both a means and an outcome of 
democratic administrative procedure. Staff meetings become 
situations where unified policy develops after the climate of 
shared authority and responsibility has been created. 


* Koopman and others, op. cit., p. 50. Reprinted by permission of Appleton-Century- 
Crofts, Inc., New York. 
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4. Administrative procedure should be adapted to the chang- 
ing needs of the situation, Affairs should be handled in the most 
effective way. For instance, it may be best to communicate in- 
dividually or in groups or by written memorandum. The 
method of suggestion will usually work, but some circumstances 
require direct orders. In certain cases the usual channels and 
procedures may need to be altered, No established administra- 
tive pattern should be considered sacred. 


PROGRAM ADMINISTRATION 


Administrative activity may be divided into three categories: 
(1) program administration, having to do with the organiza- 
tion and conduct of instruction; (2) personnel administra- 
tion, which relates to the welfare of the teachers and the stu- 
dents; and (3) administration of facilities, involving all pro- 
vision for material goods and services. 

Responsibilities in the last two categories are relatively con- 
crete, but the specifics of program administration are more dif- 
ficult to define. Fortunately, our task here is made easier by the 
fact that the chief elements of the music program are already 
treated extensively in this volume. 


Establishment of Objectives 


It is absolutely prerequisite to effective instruction that the 
staff shall develop some very specific conceptions about the 
qualities of musical behavior which it should promote. The proc- 
ess for formulating objectives has been outlined in Chapter 6; 
the administrative role is to organize and nurture these efforts. 
This involves setting up evaluative procedures, gathering and 
promoting the study of various curricular materials, and spon- 
soring opinion polls and staff discussions. The administration 
does not dictate the objectives but attempts to keep the staff 
working effectively to establish them. 
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Outlining the Program 


As the teachers develop their objectives and establish new 
concepts relating to the conduct of instruction, some adminis- 
trative readjustment of musical activities usually becomes nec- 
essary. Perhaps the staff sees a need to expand the string pro- 
gram; extension of the requirement in general music might be 
recommended; a practicable method for offering class piano 
could be sought; possibly steps could be taken toward further 
development of the small-ensemble program. 

At the college level many questions will arise regarding of- 
ferings and requirements. What are the basic branches of the 
music program? Where should courses be divided or combined 
for best results? What should be expected of students in the 
way of musical performance and theoretical knowledge? How 
much time will be needed in each phase of instruction, and thus, 
how many credits should be required? 

Tradition and standardization are great barriers to change 
in subject offerings, course content, credit allotment, standards, 
and requirements. Unfortunately, administrators’ lack of vision 
is often a major factor in freezing these arrangements. The ad- 
ministration should take the lead in promoting a flexible atti- 
tude toward the music program and must help to effect any 
practicable changes in its outline. 


Evaluation of the Program 


Each teacher is responsible for giving marks to the students 
in his classes; the general basis for these is actually a joint re- 
sponsibility held by the staff under bond to the administration. 
If the student is to know upon what standard he is to be judged, 
it is clearly unfair for one teacher to grade on attendance, 
another on content mastery, and another on changing skills 
and attitudes. 


But evaluation of the music program itself is a wider effort, 
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transcending the separate classes. Sustained evaluation of the 
music program should be organized and supported by the ad- 
ministration. There must be a continuing check upon students’ 
progress in relation to the central objectives; simple and ade- 
quate procedure must be devised by which the essential facts 
may be noted, recorded, and interpreted. This process, taken up 
in detail in Chapter 12, requires administrative direction, 


Scheduling 


Local tradition generally determines the scheduling of music 
classes, but this is not always a wise criterion. For example, i 
a change in the schedule would permit more students to enroll 
in musical organizations, steps should be taken to make the 
change. By and large, the elective groups—the band, orchestra, 
and choral organizations—should not be scheduled at the same 
hours as required subjects; a portion of the school day should 
be reserved for musical organizations, other elective subjects, 
and additional sections of required courses. i 

In connection with scheduling it is necessary to mention that 
music teachers absolutely must have a light class load, since 
music instruction calls for so many special sessions with indi- 
viduals and small groups, as well as much time spent in business 
details and public relations not required of teachers of other sub- 
jects. 


Coordination of Departmental Activities 


Particular concert dates should not “belong” to a particular 
musical organization. The attempt should be made to adjust 
the number of public appearances of the musical groups, to 
spread them throughout the school year, and to avoid any 
monopoly of the most favored dates. Usually, for example, the 
final concert date of the year is considered advantageous, in spite: 
of the rush of activity, because of the extended period of re- 
hearsals; likewise, the latest pre-Christmas date is usually sought 
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because of the advantages in programming, publicity, and at- 
tendance, 

Competition among the orchestra, band, and choir, and other 
phases of the music program, for equipment and students is 
also a strong possibility. Friction most often arises in the period 
just prior to an important concert or contest, when there are 
conflicts in the use of the auditorium, and for musicians wanted 
simultaneously at two rehearsals, The solutions to such problems 
require reference to stable policy on the use of personnel and 
equipment, setting up and clearing away stage properties, and 
so on; combined concerts will also help alleviate these diff- 
culties. 


Printed Materials 


Concert programs, news copy, brochures, printed regula- 
tions, bulletins, and catalogues are all definitely related to the 
music program. In fact, they constitute a very concrete mani- 
festation of the work of the school. The administrator often 
assumes the role of managing editor, outlining the content and 
format, setting deadlines, collecting and editing the copy, and 
arranging for printing and distribution. Teacher participation 
in these tasks will help build a united and realistic school policy. 


Forms and Records 


In some schools the overmeticulous handling of forms and 
records interferes with instruction, while in others this service 
is so antiquated that all value is lost. It must always be remem- 
bered that records and forms are valuable only to the degree 
that they help summarize and systematize the gathering of in- 
formation, This information must then be made available for 
the people who need it. 

Among the items ordinarily kept are records of tests given, 
subjects taken, attendance, and marks; records of teachers’ 
qualifications, experience, and teaching loads; inventories of 
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equipment; records of purchases; and requests for equipment. 
All of these are necessary in making intelligent plans and rec- 
ommendations. The whole system must be periodically checked 
to avoid obsolescence. 


Promotion of Enrollment and Expanded Activity 


No matter how smoothly a school music program may be 
operating, its benefits can and should be extended to include a 
greater number of students. General music instruction should be 
provided every student at the elementary, secondary, and col- 
lege levels, and an expanding series of special musical activities 
should accompany that program. 

Increased enrollment is largely a matter of successful in- 
struction and advisement in the secondary school, while, in the 
case of the college, the message must be carried to all schools and 
communities within its orbit. Music tours, clinics, personal vis- 
its, scholarship offers, and general publicity are all serviceable 
in this regard. Such promotion, however, must never encroach 
upon the legitimate interests of other subject fields or schools, 
nor should any student or musical group be sacrificed on the 
altar of showmanship. 


PERSONNEL ADMINISTRATION 


Selection of Teachers 

Probably the most vital administrative task lies in securing 
good replacements or additions to the teaching staff. Teachers 
who are really qualified for their particular posts produce a 
better music program and make the work of administration 
much easier and more effective. Teacher selection merits the 
greatest attention and care. 

Initiative in the selection may rest with the school board, 
college president or dean, the superintendent, principal, music 
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supervisor, or a staff committee. In reality, the entire faculty, 
student body, and community have a stake in the proceedings, 
but their will must be interpreted by the one or more individ- 
uals who are most qualified to judge applicants. By and large, 
music specialists should have a primary role in choosing music 
teachers and become consultants in the selection of classroom 
teachers. 
This general procedure ordinarily fits the situation: 


1. Submission of need for new teacher; Principal, music supervisor, or 
outline of qualities desired department chairman 

2. Authorization for securing teacher; School board, superintendent, 
indication of special considerations or dean 
(salary, degrees, experience required, 
etc.) 

3. Notice of position; reception of ap- Principal, music supervisor, or 
plications; preliminary correspond- department chairman in con- 
ence; interviews; selection of candi-  sultation with the staff 
date 

4. Contract offer School board, superintendent, 

i or dean 


Selection should be based on qualifications under four main 
headings: 
1. General 
a. Age and health 
b. Sex and marital circumstances 
c. Religious, moral, and ethical considerations 
d. Personality 
e. Experience and professional standing 
f- Degrees and certification 
2. Musical competence 
a. Personal responsiveness to music 
b. Understanding of the musical art 
c. Performance skills and conducting ability as position re- 
quires 
3, Teaching 
a. Understanding of student needs and development 
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b. Skill in teaching-learning process 

c. Enthusiasm for the job 

d. Capacity for professional improvement 
4. Social 

a. Adaptability to community and school 

b. Ability to organize and execute plans 

c. Group leadership and cooperation 

d. Effectiveness before the public : 

Similar lists could be developed, and specific qualifications 
could easily be multiplied or emphasized according to the cir- 
cumstances. However, this kind of check list should suffice in 
the ordinary course of events, when there is an exchange of 
correspondence and perhaps a few hours of personal contact to 
be had with the prospective teacher. Unfortunately, we often 
expect the candidate to prove himself in “our” environment, 
when observation of his current activity would be much more 
reliable. 

There are only a few primary sources of information about 
the candidate: 

1. The record—education, previous experience, and achieve- 
ments 

2. Recommendations from friends and associates of the can- 
didate 

3. Statement from the candidate, written or verbal 

4. Observable traits—personality, attitudes, teaching ability, 

musicianship, etc. 
The whole process of teacher selection depends upon carefully 
combing these possible sources for information pertaining to the 
qualifications deemed necessary. The process should be repeated 
before tenure is granted. 


Orientation of New Teachers 


The administration must provide the new teacher with an 
adequate notion of the situation he will face. These are some 
of the matters to be covered: 
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1. Review of contract and tenure provisions 

2. The pattern of teaching responsibilities and purposes for 
which he is being hired 

3. Indication of predecessor’s record and problems 

4. Starting salary, method of payment, system of raises, and 
leaves 

$. Provisions and options for insurance, medical care, retire- 
ment, etc. 

6. Introduction to other members of the immediate staff and 
the general faculty 

7. Tour of departmental area and classroom and office space 
to be assigned him 

8. Inspection of equipment and facilities pertaining to the 
particular job 

9. Explanation of school procedures and special services 

10. Indication of usual pattern of relationship among faculty 
and school officials 

11. Indication of any special local customs, traditions, or ex- 
pectations 

12. Indication of any out-of-school responsibilities or limita- 
tion which may apply (religious, civic, or professional affilia- 
tions; policies with regard to private lessons, summer school at- 
tendance, etc.) 

These and similar items can be cared for in any fashion that 
seems wise. Informality is usually a good rule. As a matter of 
fact, much of the orientation is covered in explanation of the 
job and prior to the offer and acceptance of it; most of these 
are questions which the wise candidate will ask in determining 
his liking for the job. Some of the material will obviously be 
more comprehensible in printed form. 


Advisement on New Procedures and Policies 


It is sometimes forgotten that those who are teaching in a 
school need to know how the situation is developing in order to 
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do their most effective work. The administration should be in 
the best position to interpret any information on proposed 
salary increases, future enrollment figures, building or staff ex- 
pansion, arrival and use of new equipment, budget requests, and 
similar matters. 

Release of such information at the proper time and in the 
right way brings helpful counsel from the teachers and pro- 
motes wider acceptance and better execution of plans, News 
letters, bulletin boards, memorandums, staff meetings, and ordi- 
nary conversation are among the means which may be used to 
accomplish this task. 


Provision for Teacher Growth and Extended Influence 


Teachers will react well to arrangements which afford them 
the opportunity to do their job more effectively and to make 
their full contribution within the faculty, the community, and 
the profession. The teacher should be given: 

1. Full participation in solving problems of the school 

2. An effective program of supervision 

3. Committee assignments based on true interest and ex- 
pertness 

4. Access to a truly professional library 

5. Encouragement and recognition of efforts in research 

6. Opportunities for public performance 

7. Encouragement of original musical composition and its 
performance 

8. Opportunities to attend rehearsals and concerts of other 
musical groups os 

9. Schedule adjustment to allow participation in music clinics 
and festivals and attendance at professional meetings 

10. Encouragement of wise cooperation with religious, civic, 
and cultural groups of the community 

11. Leave and credit for summer school or extension study 


12. Assistance in personal evaluation 
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The Student Body 


Although the students are not school personnel in the strict 
sense of the word, they do come under administrative control; 
and the relationship is most conveniently discussed as part of the 
human factor in administration. The best interests of the stu- 
dent remain the prime purpose of the music program and must 
be protected and promoted by the administration. 

Student Advisement. Advisement has two facets: (1) dis- 
covery of the student’s needs and capacities and (2) guidance 
or counseling. Advisement is too often mechanical and com- 
pletely paternalistic; the student is “advised” only on registra- 
tion day. Real advisement, however, is continuous and largely 
informal. The best adviser is the teacher who is most closely 
associated with the pupil and who commands his admiration and 
trust, Most often, this will be the teacher whose musical spe- 
cialty most closely corresponds to the student’s and who is thus 
a natural counselor in terms of the student’s development. 

The important thing is to find out what the student really 
wants to do and can possibly do in relation to his current school- 
ing and future musical accomplishment and then to lay the 
possibilities for action before him. Some of this information may 
be had through testing, questionnaires, and auditions, but the 
greater part must come from ordinary observation; then, influ- 
ence should be exerted to widen the student’s opportunities 
along the indicated line of endeavor. That is, if a student wants 
to be a fine clarinetist and does show promise in that line, col- 
lege catalogues and pep talks may not be as good a form of 
counseling as simply arranging the opportunity for some solo 
performances, 

Fair and Impartial Treatment of Students. Certain rules, reg- 
ulations, and precedents must be set up to govern the conduct 


and activity of students within the school. Privileges and pro- 
hibitions must be clear, 
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There is also a definite administrative responsibility to deter- 
mine whether any students are being discriminated against or 
held to regulations which do not serve their legitimate interests. 
For example, there are instances in which the standard prereq- 
uisites and sequences should be waived and in which a student's 
change to a different instructor or class section may be ad- 
visable. 

It is vitally necessary that students be given opportunities 
commensurate with their demonstrated aptitude and effort. Ad- 
ministration can be of great service in arranging for special 
projects and incentives which encourage freedom of choice for 
the students. 

Sponsorship of Worthwhile Student Activities. Student musi- 
cal societies, dance bands, special musical productions, and simi- 
lar activities, while called extracurricular, have a definite part 
in shaping student experiences. Cooperation with and guidance 
of such activities is extremely important. It must be recognized 
that these represent attempts by the students to develop the 
leadership and initiative which are important objectives of the 
music program. 

Effective Communication among Students and Teachers. Most 
educational policies are of direct concern to students. For in- 
stance, they are affected by contemplated disciplinary regula- 
tions, changes in courses and schedules, projected musical tours, 
and purchases of uniforms or instruments. Informal student 
opinion can be sought on such matters. If nothing else, open 
decisions tend to lessen their unpopularity. 

Students and teachers should have normal social contact in 
any case. Such a condition will result in greater understanding 
and a more effective program of instruction. Means to this end 
include easy conversational attitudes, cooperative school enter- 
prises, and social gatherings of parents, students, and teachers. 

A warning must be sounded, however, against any attempt to 
break down natural status barriers. A teacher can never suc- 
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cessfully be “one of the boys.” Certain distinctions always go 
with differences in age, sex, and professional expertness. A 
teacher, therefore, is addressed differently, maintains accepted 
standards of language and dress, and avoids special attachments 
with students. These things are necessary in the role of teacher. 


ADMINISTRATION OF FACILITIES 


Educational facilities include the buildings, equipment, and 
supplies supporting instruction. Problems center around pur- 
chase, distribution, and maintenance. Because these matters are 
relatively clear-cut and plainly pertain to administration, even 
the more well-meaning administrators tend to act arbitrarily in 
this realm. This should not be the case, for school personnel are 
capable and willing to do much of the work. Successful facili- 
ties for the music program are achieved through cooperative 
endeavor by the entire music staff. 


Financial Operation 


Educational finance involves (1) fund raising, (2) budget- 
ing, (3) ordering, and (4) paying for the goods and materials 
which are necessary in the educational enterprise. Different 
methods and procedures for accomplishing these matters are 
used in various institutions, 

Funds may come from concert receipts, special drives, tui- 
tion, or contributions; private schools and colleges are financed 
entirely on this basis. In general, however, funds for the opera- 
tion of the music program are not raised directly by the depart- 
ment but are part of the total school budget from tax revenues. 
Fund raising, therefore, becomes a matter not of promotion but 
of justification of need. Certain funds will be allocated to the 
music program as a matter of course and based upon past needs; 
but if these funds are actually insufficient, a very thorough ac- 
count will have to be given of the program and its costs. 
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In a sense, then, budgeting is often accomplished before 
funds are allocated. Whether or not this is the case, some plan 
for spending should be drawn up. A budget is simply a sys- 
tematized statement forecasting expenditures and balancing 
them with revenues. Sometimes the breakdown is carried out in 
great detail, with a definite amount being reserved for each 
musical activity and each class of equipment. But it is usually 
more practical to divide the music budget into a few main 
categories to guide in controlling purchases. 


Estimated Revenues Estimated Expenditures 


Budget allocation $—— Music library and per- 
formance royalties 

Special fees ———— Books and periodicals er 

Music recordings paare 

From athletic receipts ——— Office supplies, telephone — 

Advertising sbabi 

Concert receipts ——— Printing and mailing gi gee 


| 


Instruments and repairs 

Transportation, moving 

Classroom supplies and 
equipment 

Uniforms and robes 

Miscellaneous and emer- 
gency funds 


Total 


| 


oe 


Total $ 


Items in italics are often charged to general supplies and in- 
structional equipment, and along with other expenses—salaries, 
plant maintenance, amortization, etc.—are normally considered 
part of the over-all school budget. In fact, some schools operate 
with no music budget at all, requests being granted from above 
within certain informal and flexible limits. 

Purchasing is accomplished as the need arises, although the 
administration should control the “tempo” so that funds neither 
pile up nor become exhausted. Major items are usually adver- 
tised for bids while incidental and emergency supplies are pro- 
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cured by special order or direct purchase. Payment is made by 
the school when bills are signed by the person ordering and 
receiving the goods. 


Plant Construction and Utilization 


A new building program seems a rare enough occasion, but 
when the time arrives the music staff must have some very 
definite contributions to make. It is the nature of music in- 
struction to require considerable extra space and extra con- 
struction cost per pupil. Rehearsal space, individual practice 
facilities, complex storage arrangements, humidity control, and 
acoustical problems all contribute to this expense. Partial sound 
isolation between rooms is even more difficult to arrange than 
internal acoustics; at this point architects must begin to include 
in their estimate the extra cost of individual ventilation systems, 
special flooring and doors, double ceilings, and multiple-slab 
walls. Music teachers cannot be expected to draw the specifica- 
tions, but they must understand the general requirements and 
be sure that school officials and architects are aware of them in 
the early stages of planning.” 

In buildings not originally designed to handle music instruc- 
tion it is usually desirable to reserve an isolated wing or section 
for the music program. Regular classrooms and offices are of an 
awkward size for music purposes and may require that parti- 
tions be added or removed to establish group rehearsal and indi- 
vidual practice areas. Acoustical treatment and storage facilities 


can be added. 


Acquisition of Basic Items of Equipment 


The necessity for additional musical instruments is nearly 
always immediate to the music teacher. Once he gets the au- 
thorization, however, he is often torn between quality and 


"See Music Education Research Council, Music Buildings, Rooms and Equipment, 
Music Educators National Conference, Chicago, 1955. 
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quantity. Should he get those fine tympani, or should he order 
the cheaper model and also pick up that reconditioned tuba? 
Clearly, the administration must promote stability of thought 
toward long-term goals. 

In orchestral instruments, for example, a reasonable estimate 
must first be made of the instruments which the school must 
own in reaching a balanced instrumentation. The desired models 
(sousaphone or recording tuba), finishes (silver or lacquer), 
and brands of instruments should be determined. It must then 
be decided which of the present instruments must be traded 
off and which may be wisely kept and reconditioned. Finally, 
the necessary expenditures must be apportioned over a period 
of years, Only in this way can wise decisions be made regarding 
the quality of instruments to purchase. 

Band uniforms represent another serious purchasing problem. 
The uniform companies must be trusted to help in selecting the 
style and specifications which will give a unique effect and yet 
will retain serviceability for a long time. It is important that 
uniforms be selected to suit the basic function for which the 
band is used—marching, concert, or a rather equal combina- 
tion of the two. The uniform style chosen depends somewhat 
upon the age level of the group. The long-term problem of 
fitting can sometimes be improved by ordering a standard selec- 
tion of sizes for the age level rather than by tailoring the uni- 
forms for the current band members. 

Instruments and uniforms are given as examples of the pur- 
chasing problem. Many other types of equipment may be spe- 
cially acquired for the music program, among them, chairs, 
racks, choir robes, record players, music cabinets, duplicating 
machines, and typewriters. In purchasing school equipment, it 
is generally wise to observe these rules: 

1. The standard of value is educational need. 

2. Purchase nothing for which a use cannot be demonstrated. 


3. Purchase in large, consolidated amounts when feasible. 


/ 
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4. Try to purchase the latest, most improved model. 
$. Look for simple, rugged construction. 


Provision of Instructional Materials, General Supplies, 
and Services 


Progress in the music program requires steady improvement 
and expansion of materials. Textbooks must be provided; the 
music libraries of the major organizations and small ensembles 
must be regularly supplemented; a basic musical library of au- 
thoritative references and source material must be maintained; 
and regular acquisitions must be made for the library of record- 
ings. Budgeting and selection of these items should be systematic. 

Irregular needs for expendable supplies must be anticipated. 
A teacher should not have to requisition a few sheets of score 
paper, neither should he be forced to make a flying trip to the 
music store to replace a split bassoon reed. A supply of these in- 
cidental articles—reeds, strings, clarinet pads, and so on— 
should be kept on hand. 

General supplies—typing paper, filing cards, thumbtacks, 
examination booklets, stamps—should be made available on 
some regular basis from the central office. Similarly, there must 
be standard arrangements for use of office services—typing, 
duplicating, and mailing. 


Usage and Maintenance of Equipment 


For protection and ease of handling, instrumental and choral 
libraries should be arranged in large steel filing cabinets. Labeled 
racks or pigeonholes are sometimes provided in the rehearsal 
rooms for music lent to the students. Long cedar-lined cabinets 
should be built in which to hang uniforms and robes. 

School instruments should be under lock and key, and indi- 
vidual lockers should be provided for privately owned instru- 
ments. The difficulty is, of course, that lockers must be built 
in tailored fashion for the different sizes of instruments and in- 
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stalled in some compact space under temperature and humidity 
control. 

A card-filing system or running list must be devised for con- 
veniently checking in and checking out musical equipment. 
Many school instruments, uniforms, recordings, and music are 
lost each year because the identity of the borrower has been 
forgotten. Furthermore, it is often necessary suddenly to ex- 
change equipment between students. 

Though there is a general school inventory, a separate inven- 
tory of musical equipment should be maintained for conven- 
ience in inspection and in planning purchases. In order to be of 
real value, the listing should include the item, make, model, 
serial number, accessories, year purchased, purchase price, and 
estimate of present condition and value. 

There must be stable arrangements for routine moving jobs 
such as setting up for rehearsals and concerts. This may be done 
by the regular school work force, by paid student help, or by 
appointees from the musical groups themselves. Transportation 
of large or unusual units, such as a piano, must be specially ar- 
ranged for, 

One side of maintenance is that of prevention. A simple 
check list illustrates the factors leading to loss or damage and the 
preventive measures which may be taken: 

1. Wear and tear in use 

a. Care in lending equipment 

b. Rules and penalties for misuse 

c. Instruction in care and use 

d. Safe and convenient storage 

e. Regular inspection 
2. Obsolescence, physical decay 

a. Enlightened purchasing 

b. Safe and convenient storage 

c. Regular inspection 

d. Reconditioning as needed 


298 CHAPTER 9 


3. Accidents, vandalism, loss, theft 

a. Complete records for identification 

b. Detailed records of loans 

c. Rules and penalties for misuse 

d. Instruction in care and use 

e. Safe and convenient storage 

f. Regular inventory 

g. Insurance 

The other aspect of maintenance consists in repair (or re- 
placement). Many incidental repairs can be accomplished by 
the music teachers themselves, but the individual should be 
compensated when any special tools or skill are required. A re- 
pair bench or shop is a valuable facility and is particularly use- 
ful in promoting student experience in the care and repair of 
instruments. 

As a general rule, however, the administrative role becomes 
that of finding and diagnosing the need for repair, securing the 
estimate of cost, and arranging for the repairs to be made. This 
requires some understanding of the functioning of musical in- 
struments and the other types of equipment pertaining to the 
music program. An excellent plan for accomplishing the major 
share of this task is to make, with the people who will do the 
repairing, a general inspection of equipment in the summer or 
other period of slack operation. At this time the basic estimates 
can also be made. Repairs can then be arranged immediately or 
on a schedule, 


THE TEACHER AND THE ADMINISTRATOR 


Throughout this account of the administrative task the fun- 
damental tie between instruction and administration should be 
increasingly apparent: instruction is an effort to produce spe- 
cific changes in students’ behavior, while administration pro- 
vides for and directs those efforts, Therefore, the prime duty 
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of the teacher is to see that the administration is kept informed 
of his needs in carrying out the task of music teaching. 

These needs should not be narrowly conceived. They include 
not only the necessary material things—music, instruments, 
and so on—but also items pertaining to the outline of the pro- 
gram, procedural details, student problems, and the teacher’s 
welfare. In short, the various administrative problems are also 
the teacher’s problems. 

This duty of providing information or intelligence on how 
the battle is going involves constant evaluation by the teacher; 
he must objectively assess his teaching situation in order to dis- 
cover what elements need strengthening. Then he must present 
his conclusions to the administrator. Of course, the administra- 
tor tries to help both in the process of evaluation and in the 
reporting, by providing all sorts of blanks and forms and op- 
portunities for discussion. Nevertheless, it is the teacher’s re- 
sponsibility to give more than a perfunctory report; anything 
but a factual and well-supported explanation is nothing more 
than a complaint. 

The second half of the teacher’s responsibility lies in a whole- 
hearted response to the suggestions of the administrator in his 
job of directing the music program. The success of democratic 
administration is a two-way responsibility. The teacher must 
show the qualities of friendliness and purpose and must give 
evidence of the ability to plan cooperatively and with initiative. 
He must subscribe wholeheartedly to the objectives of the pro- 
gram which he has helped to form, and he must drive vigorously 
in his sector of the operation. To the extent that this is not so, 
the administrator must become autocratic. 

The key to successful administration often lies in the devel- 
opment of the necessary attitudes on both sides. The failure of 
many administrators is.due to almost incorrigible attitudes on 
the part of some teachers. And of course, the process of chang- 
ing attitudes is quite slow. It is because of the latter that suc- 
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cessful changes in administration often take years to complete. 

On his part, the administrator must handle all of his respon- 
sibilities without interfering in any essential way with instruc- 
tion. He must remember that a great deal of activity and bustle 
may accomplish little or no change in the substance of the 
program. More than anything else, the teacher resents the im- 
position of extra “study” and detail which do no more than 
obstruct education; hence one of the hallmarks of good admin- 
istration is simplicity of design and operation. The administra- 
tor must always remember that his purpose is to facilitate in- 
struction. 


SUMMARY 


Educational administration works to provide the setting for 
musical learning. Since all music educators are connected in 
some respect with that task, they must understand administra- 
tive operation and their part in it. 

Administrative conduct has often been autocratic, but demo- 
cratic procedure is equally possible. In reality, there is no in- 
herent mode of administration; it is essentially practical. The 
process is one of planning, organization, direction, coordination, 
and control. In other words, administration does not actually 
execute the work of the school, but, rather, it makes provision 
for the job and sees that it is done. 

The job must be undertaken in a spirit of cooperative en- 
deayor and enlightened leadership. The administrator must 
demonstrate his understanding of people and capability for de- 
cision; his actions must be governed by principles outlining his 
field of responsibility and the exercise of authority. 

One category of administrative problems concerns arrange- 
ments for instructional activity. The administration must help 
establish objectives for the music program and an accompanying 
system of evaluation. Educational arrangements must be out- 
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lined and constantly adjusted. Musical activities must be coor- 
dinated and expanded. 

There are vital administrative tasks in connection with teach- 
ers, beginning with their careful selection and orientation. 
Teachers must be kept well advised of developments in the 
school’s music program, and they should be given every chance 
to participate and grow professionally. 

In working with the students in the music program it is nec- 
essary to create the proper kind of advisement and to establish 
the climate of fair play and freedom of opportunity. The ad- 
ministration should back student musical activities and promote 
the proper social atmosphere. 

It is also an administrative responsibility to provide and main- 
tain the necessary facilities for instruction. Needed musical 
equipment and supplies must be budgeted, purchased, and dis- 
tributed. All these musical items require special handling and 
storage and rather systematic control of their use. 

All administrative operations are in the interest of instruc- 
tion, so that the music teacher has a fundamental obligation to 
state his needs, In turn, the administration is committed to give 
him the means and the freedom to instruct, 


QUESTIONS FOR DISCUSSION 


1. What is the essential relationship between administration and the 
music program? How are music educators involved? Is administrative 
responsibility necessarily confined to top-echelon personnel? 

2. Is administrative conduct inherently autocratic? In what respects 
can autocratic administration be modified? What is required in order to 
operate democratically? 

3. What are the essential facets of the administrative process? Why 
has it been termed a vicarious function? What qualities are essential to 
its performance? 

4. Illustrate how administrative responsibility may be delegated, 
along with the equivalent field of authority. What is administrative 
policy and how should it be formed? 
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5. How may the administration assist in developing the pattern of 
musical instruction? Why is sustained evaluation so effective in this 
regard? 

6. Why do music-class schedules and special events require careful 
coordination? In what other ways may the interests of the music pro- 
gram be managed and promoted? 

7. Why is the process of teacher selection so important? What fac- 
tors should be considered in securing new music teachers? 

8. What types of information should be supplied the new teacher? In 
what other ways may teachers be assisted? 

9. What attitude should administration hold toward students? De- 
scribe measures which can be taken in the interest of student welfare. 

10. What types of expenditure are related to musical instruction? 
How are these items purchased? 

11. What special factors need to be considered in fitting buildings 
for musical instruction? 

12. Upon what bases does one select musical equipment? How are 
instruments and music protected? 

13. Describe the essential relationship between teacher and adminis- 
trator. What does each have a right to expect? 
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(Chapter 10 
Supervision in Music Education 


The job of music supervision means many things to many 
people, The task usually calls for direct assistance to others who 
are teaching music in their classes, but in some schools the 
supervisor actually does all or most of the music teaching; in 
other instances the term has grown to mean a special adminis- 
trative assistant or liaison officer. These different functions are 
reflected in the various titles applied to the position; besides be- 
ing called a supervisor (which title we will regard as generic) 
one may be referred to as a director, consultant, or specialist. In 
Chapter 9, the reader has already seen many normal duties of 
the music supervisor classed as administrative. 

This chapter, therefore, does not attempt to describe the total 
activity which may be expected of a music supervisor but only 
that part which is actually supervisory in nature. It discusses 
the function of supervision in the schools, common patterns of 
responsibility, and the general process of supervision. Finally, 
it points out the essential problems to be faced and the super- 
visory techniques which may be employed in solving them. 


THE CONDUCT OF MUSIC SUPERVISION 


Few words are so glibly used in educational circles as “super- 
vision.” One might think that the supervisory role is as cleanly 


393 


304 CHAPTER 10 


defined and executed as the other school services. Nothing could 
be further from the truth. The fact is that many supervisors 
really have little constructive influence upon music instruction 
in their schools. They merely occupy posts mapped out by some 
more vigorous predecessor, and the students and their teachers 
come to accept this. The supervisor is conceived as a super- 
numerary or itinerant educator working loosely in their inter- 
ests. One of the blackest marks against music supervision is this 
apparent lack of purpose. 

Second, much supervision is unplanned. It is easy to see why; 
the typical day of the music supervisor is crowded with issues 
to be met and details to be handled. Gradually, decisions are 
based on expedience. There is a lack of continuity. 

Actual operations are too often superficial. The supervisor 
visits classes, speaks pleasantly with the teachers, and offers a 
few opinions. He does not dig into real problems at all. This 
lack of depth is usually accompanied by lack of inspiration; the 
supervisor slips into a dull routine of prescribing each week’s 
classwork and holding regular conferences and staff meetings to 
explain how the material should be taught. 

Then, there are supervisors who possess an understanding of 
the game and some excellent ideas to put into practice; but they 
encounter opposition, and the problems seem too severe to be 
met. Their difficulties stem from lack of vigor. 

There are also “strong” supervisors who have a plan and the 
ability to put it across, but in the process they infringe upon the 
teachers’ prerogatives. They are too blunt in their methods and 
actively interfere with the normal progress of learning. Theirs 
is a lack of understanding. 

Finally we come to the lack of investigation. Supervision can- 
not live without intelligence on the daily activity of students 
and their teachers. Too many supervisors have good ideas which 
would work very well at another time and place, They do not 
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follow and observe the results of their own work but assume 
that much activity means the job is being done. 

Music supervisors are not entirely to blame for these condi- 
tions. The school officials, teachers, and citizens of any com- 
munity can ruin the work of the most qualified supervisor. By 
understanding the task, they can create better conditions for its 
fulfillment. 


THE FUNCTION OF SUPERVISION 


Music supervision is defined as the effort to improve the 
learning environment of music students; its purpose is to im- 
prove the design and process of music instruction. This is ac- 
complished by very direct means. The supervisor is an expert 
musician and educator who is able to work effectively with 
other teachers in providing a better musical education for 
children. 

The previous chapter has shown that the music supervisor 
may also help administer the music program. The school prin- 
cipal likewise occupies this dual role. This does not mean that 
the two tasks are not fundamentally different, however; while 
administration is a directing and organizing force, supervision 
works at the firing line, so to speak. For example, orientation of 
new teachers is purely an administrative task, while it is a super- 
visory responsibility to induct the new teacher into the job— 
seeing that the necessary equipment js in the classroom, discuss- 
ing the pupils and the first day’s work, and actually observing 
or being on call to assist in any way that is needed at this crucial 
period. 

Again, supervision in itself does not include the direct func- 
tion of instruction, although the appointed supervisor may 
often be called upon to teach. In his special role the supervisor 
works with both teachers and students. 
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The task has been outlined in this way: + 


The improvement of the learning situation for children can- 
not be provided by centering attention on teaching techniques. 
... To improve instruction, supervision must provide: leader- 
ship that develops a unified school program and enriches the en- 
vironment for all teachers; the type of emotional atmosphere 
in which all are accepted and feel that they belong; oppor- 
tunities to think and work together effectively as a faculty 
group; personnel procedures that give the teacher confidence in 
the school system; and program change based on honest evalu- 
ation. 


This concept of the supervisory function has not always been 
followed. In earlier days music supervision was generally quite 
restrictive, since the instructors themselves were supposed to 
know little or nothing about music. The general plan was for 
the supervisor to construct the course of study, outlining the 
work for each music period, the music to be used, the facts to 
be presented, the outcomes to be sought, and the methods to be 
employed. With only slight variations in the plan it was a simple 
matter to test the students and thus to determine the relative 
efficiency of the instructors, The supervisor himself would ap- 
pear at stated intervals in order to conduct the music lesson and 
thus help correct any deviations that might occur. 

More recently, the supervisor was placed in charge of the in- 
service education of teachers. Laudable as this may be, it has not 
focused attention on the students and the educational program 
itself but upon the teachers and their teaching methods. The 
effort is made to supplement the learning activities of the teach- 
ers themselves; in this case, the supervisor is a teacher of 
teachers, 

In-service education is still considered a part of the super- 
visory function, but the concept has become broad enough to 

*Kimball Wiles, Supervision for Better Schools, Prentice-Hall, Inc., Englewood 
Cliffs, N.J., 1950, p. 10. Reprinted by permission of the publisher. 
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include all means for studying and improving the actual learn- 
ing environment of students. The point of view is expressed in 
these terms: ? 


Traditional supervision consisted largely of inspection of the 
teacher by means of visitation and conference, carried on in 
random manner, with directions imposed on the teacher by 
authority and usually by one person, Modern supervision, by 
contrast, involves the systematic study and analysis of the en- 
tire teaching-learning situation, utilizing a carefully planned 
program that has been cooperatively derived from the situa- 
tion and which is adapted to the needs of those involved in it. 


Supervision of music is essentially a task for the music spe- 
cialist. The most typical supervisory job is that of the elemen- 
tary school music supervisor or consultant. The need is most 
apparent here, because the classroom teachers, while they may 
be accounted good educators, often confess themselves ill pre- 
pared in music as a subject. Hence, there is a very real need for 
the person who can work steadily with them in developing a 
better music program. Note that while the music specialist 
could often teach the music in the classrooms with less expendi- 
ture of time and effort, it is considered far better to aid the 
classroom teacher in doing so. Not to do this would be to discard 
the basic teaching-learning relationship which the classroom 
teacher builds with the children by virtue of long contact, inti- 
mate observation, knowledge of their individual needs and ca- 
pacities, and the opportunity to use music most naturally in 
relation to the other school activities. While the music spe- 
cialist is indeed the superior musician and may be a better 
teacher, it is difficult to compete with the natural advantages 
possessed by the classroom teacher in dealing with her regular 
charges within their accustomed surroundings. 

When there is a music supervisor for the secondary schools 


* William H. Burton and Leo J. Brueckner, Supervision: A Social Process, Appleton- 
Century-Crofts, Inc., New York, 1955, p. 13. Reprinted by permission of the publisher, 
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his duties are likely to be largely administrative, owing to the 
more specialized nature of the teachers’ preparation and in- 
structional duties. The supervisor may double as director of the 
choral groups, the band, or the orchestra and yet maintain the 
responsibility for the coordination and development of the mu- 
sic program in the one or more high schools of the city, The 
responsibilities in such a position are very similar to those of the 
head of the college music department. In either case, the indi- 
vidual must assume not only the administrative duties delegated 
by the head of the school system but also whatever supervisory 
work seems needed in producing better musical learning. 

Another plan for supervision is accomplished by separate 
supervisors for the vocal and the instrumental programs 
throughout the school system. In a large city system this may 
entail a close connection on the part of the supervisor with the 
directors of the various musical organizations in several high 
schools and junior high schools, with the classroom teachers in 
the elementary schools, and with a corps of special assistants 
and private instructors in music. In smaller towns it is common 
for the high school choral director to be termed vocal super- 
visor, maintaining direct and daily contact with the elementary 
music program, while the instrumental supervisor, i.e., the high 
school band and orchestra director, assumes the actual instruc- 
tion of beginning instrumental classes in the grades. The small 
school must entrust its music program to one person. 

Here are some of the characteristics of the two plans: 


Vertical Horizontal 
(Vocal supervisor and instru- (Supervision at the elementary, 
mental supervisor) secondary, or college level) 


Possible Advantages 


1. A specialist deals with prob- 1. There are stable characteris- 
lems directly associated with his tics in the problems, psychology, 
field and his preparation. and music needs of both students 


and teachers at each level. 
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2. Outcomes are more directly 
traced to the work of the super- 
visor. 
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2. Teachers at each level tend to 
form a more homogeneous group. 


3. The organization conforms 
to the structure of the school sys- 
tem, leading to ease and flexibility 
of operation. 


Possible Disadvantages 


1. There is a tendency to associ- 
ate music instruction entirely with 
performance groups, and to lose 
contact with the general music 
program. 

2. There may be a lack of co- 
ordination between the two fields 
of music, possibly attended by ri- 
valry for students, funds, and 
public support. 

3. The supervisor may not un- 
derstand the psychology and prob- 
lems of children at all age levels. 


4. The elementary school may 
become primarily a training ground 
for the high school musical organ- 
izations. 


THE PROCESS OF SUPERVISION 


1. The student meets a new phi- 
losophy of music education and 
new procedures when passing from 
level to level. 


2. The supervisor is seldom able 
to approach the job with equal ex- 
perience and understanding in the 
different fields of music. 


3. The musical specialty or or- 
ganization of the supervisor may 
receive undue emphasis and advan- 
tage. 


What happens in music supervision is a general involvement 


with the work surrounding instruction. 


This may be divided 


into several characteristic types of activity. 


Analyzing the Program 


The supervisor must study the various facets of the music 


program in operation. By this is mean 


t continual observation of 


students and teachers at their tasks, gathering and interpreta- 
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tion of data, and formulation of well-grounded conclusions re- 
garding what is actually happening and should happen in the 
music program. The supervisor attempts to determine the needs 
of students and teachers, the value of the experiences being un- 
dergone, and the strengths and weaknesses in program organiza- 
tion, materials, and facilities. Only in this way can the con- 
structive task of building supervisory plans be undertaken. 

For example, the supervisor may observe that children in a 
certain class are generally restive during the periods of musical 
activity. Contact with the teacher of this group may establish 
the fact that he feels insecure in the subject and is fundamen- 
tally “going through the motions,” because it is expected, un- 
til he can relax in the more compatible realms of language 
or social studies, Nevertheless, the supervisor notes that this 
teacher actually possesses adequate musicianship and technical 
ability. Assuming that the difficulty stems from past teaching 
experiences or from present fear of the supervisor, he seeks to 
assure this teacher that his ability is unquestioned; he asks his 
opinions, emphasizes his successes, and gives him a leading part 
in planning and producing the annual Christmas pageant. Con- 
tinued study reveals the outcomes of these efforts and what 
further steps might be taken. 


Enlisting Aid and Support 


Another element in the supervisory process is enlisting the 
efforts of others in improving the music program. Rapport must 
be secured within the school and community. This calls for an 
understanding of the situation, of the needs and goals of the 
music program, and demonstration of some progress. 


Stimulation of Teachers and Students 


The very heart of the supervisor’s job lies in developing the 
enthusiasm of school personnel toward their work. This is done 
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by a variety of means—research, planning, demonstration, guid- 
ance—indeed, every supervisory technique can have a stimulat- 
ing effect. This will not be so, however, unless the supervisor 
takes care that an inspirational tone attends his efforts. For in- 
stance, when several music teachers are called together to make 
plans for an all-school concert, or for threshing out some prob- 
lems in school discipline, the teachers must leave the room with 
new insights and determination to do the task. 


Advising School Personnel 


It must not be forgotten that the music supervisor is an ex- 
pert, a specialist, and a consultant. His special capabilities, plus 
the careful analysis of the music program which is his task, 
should cause him to be an authority to whom school officials, 
students, and teachers may turn. He must at all times have an 
answer or some adequate suggestions for getting answers to 
legitimate questions which are brought to him. If a school prin- 
cipal needs recommendations concerning better scheduling or if 
a teacher asks advice on songs to use or instruments to buy, the 
supervisor should be able to help. Students should be able to 
turn to him in registering, in determining class projects, or in 
considering career possibilities in music. In short, the super- 
visor is a resource person in every sense of the word. 


Expediting Instruction 


Much of the job of supervision consists in smoothing the path 
of instruction. This service is a natural result of the knowledge 
of the needs of students and teachers, coupled with a vision of 
the operation and final goals of the program. The music super- 
visor is thus able to anticipate requests from teachers for special 
items of equipment or for rearrangements in the outline of the 
program itself, He carries requests to higher officials of the 
school, and fills in for teachers when emergencies arise. 
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THE COMPETENT MUSIC SUPERVISOR 


In order to carry out the sort of task which has been out- 
lined it is apparent that one must have a good measure of the 
qualifications deemed desirable in any field of music education 
—namely, an adequate personality, the ability to work with 
others, an understanding of human growth, skill in teaching, 
and musicianship. These need not be reviewed here in detail. 

It should be apparent, however, that there are at least two 
additional qualifications which should be sought in the music 
supervisor. One of these is the quality of a master teacher. If 
the supervisor is to command the full confidence of his associates 
and work effectively in the school, he needs successful experi- 
ence in teaching the area which he is supervising. 

The second special qualification for successful supervision is 
executive ability. To execute something is to carry it into effect, 
which is exactly what music supervision means; to carry out 
any supervisory task means to see that the job is done. This is 
an ability that teaching experience in itself will not guarantee, 
but it can be developed by teachers on the job who take ad- 
vantage of special opportunities. This ability must be a goal of 
every program which purports to prepare music supervisors. 
The essential factor in acquiring it is practice in problem 
solving. 


PRINCIPLES OF SUPERVISION 


Certain principles are implicit in the conduct of supervision 
as it has been outlined; they are designed to avoid the pitfalls 
suggested at the opening of this chapter. 

1. Music supervision should be planned and operated in the 
interests of the objectives of the music program. The purpose 
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of supervision—to improve instruction—can have meaning 
only in respect to the increasing competence of students. 

2. Music supervision should maintain continual evaluation of 
the music program. Study of the program in operation is the 
means by which weaknesses may be discovered and measures 
taken for their correction. 

3. Music supervision should seek to create and use objective 
methods of improving instruction. Techniques should be or- 
derly and systematic; the operation should be as precise and 
scientific as possible, 

4. Music supervision should seek to develop the utmost ca- 
pacities of both students and teachers. Supervision works within 
the staff, promoting individual leadership and responsibility; 
there must be respect for human personality and the needs and 
interests of all. 

5. Music supervision should be conducted informally and 
flexibly, The problems with which supervision must deal are 
so complex that no rigid pattern can be established. Methods 
must be devised to meet the situation, just as the relations be- 
tween the individuals working together on these problems must 
be kept on a free, working basis. 

6. Music supervision should move gradually to produce a 
united effort for more effective instruction. Supervision deals 
directly with the moving machinery of instruction, and hence 
can never be imposed as an abrupt and permanent system. 


THE WORK OF SUPERVISION 


Planning the Program of Supervision 

The new teacher has relatively concrete problems to deal with; 
he knows in advance what subjects he will teach and should be 
able to plan his work to a considerable degree before instruc- 
tion begins. The new supervisor, however, has less clearly de- 
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fined duties which will crystallize largely upon the basis of 
professional relationships and developing problems. In a very real 
sense, each supervisor must carve his own niche within the local 
education scene. 

His efforts must be directed along these lines: 

1, Determining the philosophy and objectives of the entire 
educative program and the role of music 

2. Studying all the factors which affect the learning of stu- 
dents, including human nature and needs, the school and com- 
munity environment, personnel, and administrative structure 

3. Selecting areas of primary importance for first efforts 

‘4. Selecting the most appropriate supervisory techniques for 
effective solution of problems 

5. Formulating plans to evaluate progress continuously in 
specific areas 

These points should be attacked simultaneously and take 
precedence just prior to and following the assumption of a 
new supervisory position. 

Before Classes Begin. The new supervisor should accomplish 
much before school’ opens. It would be unsound to initiate 
sweeping moves at this time, but considerable groundwork can 
be laid. He should try to become acquainted with the school 
officials and staff and ascertain their conceptions of the music 
program. He should learn something of the expectations of 
those who hired him and of the work of his predecessor. He 
should examine student records and become familiar with the 
buildings, rooms, and equipment he must deal with, noting any 
items which are inadequate or in serious need of repair. He should 
study established business and procedural routines of the school. 
He should take steps to identify himself with appropriate com- 
munity groups and activities, 

One problem often encountered at this stage by elementary 
supervisors is the exemption from music teaching that certain 
of the teachers may have established. The supervisor must de- 
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termine whether there is any hope that the situation can be 
rectified. Meanwhile, he must make temporary arrangements 
for other teachers to handle the assignment or to accomplish it 
himself. 

In short, the new supervisor must orient himself so that 
he is ready to take constructive action as soon as possible, He 
must be ready for opening day with an understanding of the 
operation of the school and some tentative judgments about 
weaknesses in the music program and remedies to be applied. 

After School Opens. Preliminary judgments have little re- 
liability until confirmed and expanded in the light of actual 
school operations. The supervisor now has the opportunity to 
observe musical instruction firsthand throughout the school sys- 
tem, using every chance to show that he is a normal, likable 
human being who understands and can handle problems of 
musical instruction. He initiates planning for cooperative evalua- 
tion of the music program, including self-evaluation by teachers 
and pupils. 

The supervisor should now be ready to indicate the problems 
which he believes are most important and can be solved, He 
should not be too glib about this, however, or about proclaiming 
remedies; the instructional staff must believe likewise that these 
matters can and should be improved. 

In order to focus attention on these particular problems, 
the supervisor may initiate a testing program or group dis- 
cussions or set up a demonstration class. The reader is referred 
to the section on program change, Chapter 7, for further ideas. 
The supervisor does, in fact, whatever the nature of the case 
and the personnel seem to indicate. He must capture the imagina- 
tion of the teaching staff. Once sufficient momentum is created, 
the supervisor is ready to plan on a more exact basis. 

The staff should be organized by individual assignment or 
committees or should work as a whole. Objectives should be 
drawn up to cover any crucial weaknesses in the program that 
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have been proved to exist. A system of evaluation should be 
established for determining future progress in those directions. 
Through frank discussion of each area of the program a help- 
ful and effective working pattern should be established for the 
supervisor. 

In other words, the supervisor begins his full-scale program 
of research and experimentation; he starts to find and make 
available music better suited to the musical results desired; he 
commences intensive work with this class for more accurate 
music reading—and with that class for a more relaxed feeling 
toward music. He formulates plans and assignments for the 
approaching Christmas pageant. 

The music supervisor has now outlined his task (although 
the plans will be steadily revised and extended). In the meantime 
he has pitched in whenever possible to help the teachers, as all 
supervisors do. Such activity will now become more and more 
consistent and purposeful. 


Areas of Special Responsibility 


Introduction to Better Materials and Classroom Aids. Both 
teachers and supervisors tend to rely upon the easiest way, which 
is to follow the familiar path. Such teaching is lacking in im- 
agination and actually tends to lose vigor with each repetition. 
One of the primary responsibilities of the supervisor is to bring 
all the human resources in the school to bear on the problem 
of discovering and using good musical films, new recordings, 
books, and other instructional materials. He should, for example, 
make provision for cooperative evaluation of materials by com- 
mittees composed of principals, classroom teachers, and music 
specialists. He should encourage all persons concerned with the 
music program to experiment with new materials and bring 
them to the attention of the entire music staff, In selecting in- 
structional materials, as in all supervisory functions, the super- 
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visor serves not as “the authority” but rather as the coordinator 
of widespread efforts to improve instruction. 

Promotion of Better Teaching Plans and Techniques. Improve- 
ment in the order and pattern of relationship among experiences 
undergone by pupils will greatly alter the learning outcomes. By 
means of observation, joint planning, and experimentation more 
favorable combinations of activity are discovered. It may be 
found that syllables might profitably be learned much earlier, 
for instance, or that notation is being introduced too formally 
and abruptly. These are problems in program organization which 
the supervisor must help to solve. 

Teachers will usually be eager to try new ideas in the way of 
program organization or materials, but their actual method 
of teaching is a part of themselves. There can be no direct at- 
tack on this matter, therefore. Indeed, the greatest improvement 
in musicianship will sometimes be achieved by the group of 
students who are taught by the most unlikely methods. This is 
the very reason why a constant program of evaluation is re- 
quired. 

Any shortcomings in their present style of teaching must be 
discovered by the teachers themselves, and to accomplish this is, 
of course, a major undertaking. Teachers must be led to careful 
observation of other teachers, to considerable professional read- 
ing, and to personal experimentation. In short, changing the 
behavior of teachers—like changing that of their pupils— 
requires a well-planned program of educative experiences rather 
than sharp pronouncements. 

Induction of New Teachers. Teachers new to a system, and 
especially those new to the profession, require added attention 
and help during their period of initiation. The help required 
will naturally depend upon the individual and upon the type of 
teaching position. The supervisor must stand ready to advise 
and assist when asked or when the need is obvious. A great deal 
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can be determined by the attitudes of the new appointees; those 
needing the most guidance may cover up either by silence or by 
brash confidence. It is the supervisor’s job to see that the neces- 
sary aids and materials are available and that the teacher has 
a chance to discuss the individual students and the work of 
the class, and aid should be offered in planning the opening 
phases of instruction. Observation can be direct or oblique, as 
suits the occasion. In any case, the music supervisor cannot rest 
until a new member of the staff has actually become a full- 
fledged working partner. 

Production of Staff Unity. United effort is of major impor- 
tance at the college and high school levels; it is even a more com- 
plicated matter at the elementary level, where teachers are not 
specialized in the field and may not regard themselves as part 
of a group attacking joint problems in music education. The 
answer is not necessarily found in providing occasions for group 
discussion and social contact. Unity comes with the discovery 
of common interests and problems. 

The task of the supervisor is to see that these common in- 
terests and problems are highlighted and that each individual 
contributes to and profits from their solution. In other words, 
the supervisor does not handle each point as a separate matter 
between himself and an individual teacher. One teacher, for 
example, may be having difficulty with pupil concentration. The 
supervisor, upon inquiry, discovers that most of the other 
teachers are having the same difficulty, Different lines of pro- 
cedure are suggested by several teachers. These are discussed, 
tried, and evaluated by all concerned with the problem, and the 
supervisor informs all the teachers of the results achieved. In 
this way problems are solved and greater staff unity emerges. 

In-service Education. In-service education is a broad effort; 
it is at once the basis for an improved program and a result of 
the entire supervisory effort. When properly done, the supervisor 
practically works himself out of his job. 


Supervision in Music Education 319 


In-service ‘education is not an end in itself, however, and 
it is not to be pursued in the formal fashion associated with pro- 
grams of teacher preparation. In-service education is of practi- 
cal value to teachers, because all educative activities are related 
to the actual problems which the teachers find in their own 
classrooms. What makes these activities deliberately educational 
—the workshops, planning conferences, research projects, and 
so on—is that they are guided by the supervisor in the manner 
of any worthy educational program, that is, toward specific 
objectives. 

In other words, true in-service education is neither a sort 
of formal night school nor a series of random activities. The 
very reason why music supervisors have often been so unpopular 
with teachers is that they have instituted much activity that 
seemed to be busy work, unrelated to the daily tasks of the 
teachers. 

Spokesmanship. The music supervisor speaks for the music 
program to the school officials, the parents, and the public at 
large; at the same time, he is in a position to help interpret 
for the teachers the means of carrying out school policies and 
legitimate public desires, There are two main requirements here: 
(1) effective participation at all levels in discussion and plan- 
ning and (2) honest, authentic interpretation of the results. 
In other words, the music supervisor must take pains to find out 
what the teachers need and believe in order that he may represent 
them. 

On the other hand, new professional directions, local criticisms 
of the music program, and administrative plans should be re- 
ported to the music staff as part of the general information from 
many sources that may affect their work. Failure in this task 
drives a wedge between the supervisor and the staff, and he 
finds himself in a precarious position when serious difficulties 
arise. J 

It is also important that the school and public be given a 
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view of the work and progress of musical instruction. The su- 
pervisor must actively lead in arranging for concerts, exhibits, 
and guest performances of students. He must make sure that 
programs are well planned, representative of the best work of 
students, adequately publicized, and well presented. The super- 
visor must always proceed with the thought in mind that the 
purpose of these enterprises is not to entertain the public nor to 
bring credit to himself or even to the teachers but to provide 
both an opportunity for enriching the educative experiences of 
students and a chance for others to evaluate the work of the 
music program, 


Major Supervisory Techniques 


The general type of work identified with music supervision 
has just been outlined. No attempt, however, has been made to 
describe fully the ways in which such duties may be handled. 
The methods to be used will vary with the circumstances. The 
techniques themselves can be indicated, however, and related 
to their possible use in the work of supervision. 

Everyone does not work in the same way. Some people seem 
to lead by inspiration, making mistakes but never failing to com- 
mand the best efforts of their associates; others are tireless 
workers and thinkers, and their enterprises move like well-oiled 
machines. In accomplishing supervision, this first type of in- 
dividual will improvise much of the detail, but he should give 
preliminary thought to these questions: 

1. How may I find out what needs to be done? 

2. How may I proceed to do these things? 

3. How may I discover and correct my errors? 

These are all engineering questions, dealing with techniques 
for accomplishing a specified task. The answers are found in the 
proper use and combination of the basic supervisory tools. 

Observation. Observation, in the broad sense, is perhaps the 
primary tool of the music supervisor. One can see and hear and 
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take testimony in many situations: class visitation, talking with 
students, talking with teachers, talking with parents and friends, 
attending musical performances, examining student work and 
records, and examining teachers’ plans. 

Observation is one excellent way of gathering evidence re- 
quired to decide what needs to be done and to determine whether 
the measures taken are working. It may also have the desirable 
active result of producing in other individuals an awareness of 
the supervisor’s interest and concern. In other words, people who 
are being observed tend to perform better and with greater 
purposiveness, unless they perceive the observer as critical or 
hostile. 

Observation should not be shallow. One analysis reveals the 
points which might be of concern to the supervisor in class 
visitation.® (See list on following page.) 

Part of this information is objective enough to be recorded, 
and making records is one method of adding to the usefulness 
of observation. Whenever a specific answer is sought, all pertinent 
evidence should be recorded for more accurate interpretation in 
answering the question. 

Testing. Testing is a means of gathering precise data. Tests 
are often valuable for purposes of selecting students, motivating 
them, and determining the extent of their progress. Results may 
be used in the guidance of pupils and in revising classroom prac- 
tices. 

It is important that standardized tests be selected and self- 
made tests be constructed which bear relation to the informa- 
tion sought. The extent of a person’s musical knowledge, for 
example, is comparatively simple to test; one’s attitudes and 
appreciation for music, however, can hardly be determined 


2A. S. Barr, An Introduction to the Scientific Study of Classroom Supervision, 
D. Appleton-Century Company, Inc., New York, 1938, p. 192. (The numbers refer 
to the frequency of mention.) Reprinted by permission of Appleton-Century-Crofts, 
Inc., New York. 7 
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What supervisors look for in classroom supervision: 


1. Pupils’ interest in subject 30 
2. Physical conditions in room 24 
3. Attitude of pupils 18 
4, Pupil activity 17 
5. Definite teacher’s aim 15 
6. Responsiveness of pupils 15 
7. Attitude of teacher 14 
8. General attitude of teacher and pupils 13 
9. Atmosphere of classroom 12 
10. Skill in teaching techniques 12 
11. Evidence of teacher preparation 10 
12. Method of instruction 9 
13. Assignment 8 
14. General appearance of room 8 
15. Evidence of pupil preparation 7 
16. Ability of teacher to “put across” 7 
17. Teacher and pupil cooperation 7 
18. Work going on 7 
19. Type of questions asked by teacher 6 
20. Discipline 6 


by direct and objective questions. Even musical capacity can- 
not be judged solely on the measurable ability to detect small 
differences in pitch, loudness, and so on. 

Research, Much effort on the part of supervisors and teachers 
might be classified as research. Such efforts would include any 
deliberate investigation aimed at discovery of a solid basis for 
the music program. It is valuable, for instance, to study and 
experiment with various psychological principles relating to 
musical growth of children. The sequence of musical activity 
should not be based upon rule of thumb but upon active ex- 
perimentation. 

The practices of other schools, expert opinion, and experi- 
mental research reports may be useful, but these findings must 
be evaluated in terms of local application, Many teachers feel 
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that true research is conducted only in laboratories and fail to 
see that their own classrooms are the most practical laboratories. 
If one wants to know when and how to start instrumental in- 
struction, let him experiment with different age groups and 
methods, When conditions are carefully controlled and re- 
sults are sensibly gathered and interpreted, this constitutes 
legitimate action research.* 

Individual Consultation. Here are some of the things music 
supervisors accomplish through individual contact with stu- 
dents and colleagues: 

1. Arranging details; passing information 

2. Receiving assistance and counsel 

3. Ascertaining the extent of problems 

4. Explaining procedures 

5. Giving encouragement and recognition 

6. Providing answers to questions 

7. Arriving at joint decisions 

8. Discovering areas of mutual agreement and disagreement 
9. Giving direct aid; coaching 

10. Outlining plans and assignments 

To consult or confer it is not necessary to face one another 
across a desk by appointment. These are simply ordinary busi- 
ness conversations, to be carried on in the normal surroundings 
of the day’s work. It is a most natural means of communica- 
tion between coworkers, and its very commonness can make it 
effective in avoiding the formalistic and limiting tone of the 
staff meeting or office memorandum. 

Group Sessions. Two considerations are basic in group delibera- 
tions: (1) that conditions be such that each individual brings 
his special knowledge and abilities to the matter at hand, and 
(2) that one’s position be overruled only when clearly unac- 


“See Stephen M. Corey, Action Research to Improve School Practices, Bureau of 
Publications, Teachers College, Columbia University, New York, 1953; and Associa- 
tion for Supervision and Curriculum Development, Research for Curriculum De- 
velopment, National Education Association, Washington, 1957. 
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ceptable to the group and after he has had full opportunity to 
promote his point of view. 

In spite of the often unwieldy character of group sessions they 
can be used more advantageously than individual consultation 
in several respects: (1) gaining open and official sanction to act, 
(2) discovering new points of view, (3) direct and efficient dis- 
tributing of information, and (4) achieving a unified philos- 
ophy or esprit de corps. 

If group sessions are to have this effect, however, music su- 
pervisors should consider certain points in addition to the basic 
principle of democratic procedure. First, meetings should in- 
clude only those individuals directly concerned with the mat- 
ters at hand. For instance, vocal instructors should not be asked 
to sit through a meeting concerned only with problems per- 
taining to the instrumental program. Second, it is seldom wise 
to schedule regular sessions, because problems do not arise on 
schedule.‘ Third, problems should be outlined for presentation 
to the group, so that there is no unnecessary misunderstanding. 
Sometimes the essential facts need to be written up and dis- 
tributed with the call to the meeting for prior consideration. 
Fourth, the music supervisor should refrain from “preparing” 
individuals to present certain points of view or to propose cer- 
tain actions; this is only autocracy in disguise, Last, it is often a 
valuable practice to distribute a short written summary of the 
viewpoints discussed and decisions made, in order that the mem- 
bers of the group may review and confirm their understanding. 

Demonstration. Demonstration is a favorite method of in- 
structing others through illustration of facts or principles re- 
lated to their actual usage. For instance, a music supervisor may 
find it practical to demonstrate how a song may be taught, how 
an opaque projector is operated, how to devise plans for teach- 
ing performance skills, or how a student’s music-reading dif- 
ficulties may be diagnosed, It is important that the teachers 
know what to look for in the demonstration. 


Supervision in Music Education 325 


Demonstration conditions should be as realistic as possible, be- 
cause the application is more readily apparent. Thus it is better 
to demonstrate methods of teaching a song through using stu- 
dents, rather than their teachers, as subjects. For the same reason 
it is often better for one of the regular teachers, rather than 
the supervisor, to do the demonstrating. Not only will condi- 
tions more nearly approach normality, but the observers are 
also more likely to credit the possibility that they can do the 
same thing. 

Occasions arise, however, when the music supervisor must 
assume responsibility for demonstrating new techniques and 
materials. He should not shirk the responsibility on the theory 
that it is “showing off,” for that quality of behavior can only 
be deduced from the manner in which the demonstrator pro- 
ceeds, It must never be forgotten that a prime requisite for the 
supervisory task is that one can do himself whatever is asked 
of the teachers. i 

Experimental Classes. Experimental classes constitute a form 
of research combined with extended demonstration. In effect, 
certain conclusions are reached which seem excellent in theory 
but must be tried out, confirmed, and revised before being in- 
troduced as aspects of the regular program. Whether the trial 
can really be termed effective depends upon two matters: (1) 
the extent to which the group of students resembles other 
groups to which the change may later be applied, and (2) the 
extent to which the alteration can be limited to a single factor. 

In other words, a truly experimental class should contain stu- 
dents of the same age, intelligence, socioeconomic background, 
and measurable musical competence as another group. So far as 
is humanly possible, the teaching is the same for both groups, 
except for one thing. For example, one group may have a regular 
twenty-minute listening session per week, while members of 
the other class may listen individually with earphones to the 
same material. After a period of time, achievement is measured, 
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and significant differences in knowledge and appreciation should 
be traceable to the method of instruction. . 

This stringent application of research procedure is seldom 
possible or desirable in schools. The more feasible approach is 
for the supervisor or a teacher with new ideas regarding the 
way music theory, music history, or some other area of music 
should be taught to form a class and teach~it. Other teachers 
observe the teaching and evaluate the learning achieved. In this 
way a climate favorable to general reformation of instruction 
may be secured. 

Workshops. Long-range, persistent problems pertaining to 
the music program may require the use of workshops. These 
projects really constitute a form of the group process, com- 
bined with aspects of research and demonstration which have 
already been discussed. They can be an excellent means to the 
in-service education of teachers, the promotion of better methods 
and materials, and the basic study of human growth and the 
learning process. 

The term workshop carries bad connotations to some teachers 
and supervisors. They have attended too many poorly conceived 
sessions devoted to lecturing and busy work—without pay and 
on their own time. Real workshops arise spontaneously, the 
teachers are self-motivated in their work, and results are con- 
crete. Real workshops are rare but wonderful occasions. 

Several conditions have been found to favor “successful 
group activity leading to program improvement”: * 


A first and basic condition for enlistment and for keeping the 
members of a staff interested is that the jobs on which they 
work should truly seem to them to be their jobs, tasks the ac- 
complishment of which seems both appropriate and impor- . 
tant.... 


Charles E. Prall and C. Leslie Cushman, Teacher Education in Service, American 
Council on Education, Washington, 1944, pp. 442-445, 
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A second condition is that individuals should work on jobs 
where they can make a positive contribution. ... 

A third condition...is that a high degree of flexibility 
should be maintained with reference to all group activity and 
all related individual activity ... considerable freedom to shift 
emphasis as a result of experience is an essential condition to 


progress. ... 
A fourth condition . .. is that people should work as friends 
and equals; equals in the sense of assurance of mutual accept- 


ance without regard to title or position. ... 

A fifth condition . . . is that the means of converting thought 
into action should be such as to permit a reasonably easy and 
continuous flow. ... 


Briefly put, successful workshops are practical, flexible, re- 
laxed, and aimed at real changes in the educational program; 
when these conditions are not present, interest and purpose are 
soon lost. 

Specially Prepared Materials. The music supervisor may find 
it helpful to make up special bulletins, bibliographies, lists of 
musical materials, and other compilations for the teachers, Al- 
though there is an impersonality about written material, many 
ideas are not so well transmitted by word of mouth. Many things 
once discussed, as a matter of fact, need to be organized and set 
down in concrete fashion in order to help produce action. 

Here are some of the kinds of special communications which 
the music supervisor may need to distribute: 

1. Outline of decisions reached by the staff 
_ 2, Procedural detail in securing instructional supplies, printed 
music, teaching aids and services, etc. 

3, Notice and confirmation of meetings, plans, deadlines, etc. 

4. Graded lists of new musical materials, with comments 

5. Lists of recommended books and magazine articles 

6. Check lists or other questionnaires asking for information 


affecting the music program 
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7. Tables, graphs, and summaries of evaluative data which 
have been gathered 

8. Brief digests of important research affecting instruction 

Material must be presented in a way that readers will under- 
stand. Furthermore, the effect will be in direct proportion to 
the quality of the supervisor’s preparation and follow-up. That 
is, if the staff decisions are not implemented, if recommended 
musical materials are never discussed or tried, if procedures are 
constantly bypassed and deadlines postponed, the teachers will 
learn to ignore the bulletins and lists that are prepared for them. 

Joint Musical Projects. Opportunities afforded by combined 
musical events should be fully exploited. Not only do such 
enterprises create the means to enriched student experiences, 
but they can also greatly step up the processes of observation and 
exchange of ideas among the music staff. In a sense, the regular 
classroom patterns are temporarily suspended or supplemented 
by fresh, new influences; a new frame of reference is introduced. 
In preparing for a Christmas concert, for example, teachers 
have to decide upon the music to be presented; many jobs in 
connection with the concert itself become special responsibilities 
of particular teachers; students and teachers judge their work 
in comparison with that of other groups; combined groups offer 
a test of the effectiveness of teachers; new insights are formed. 
Joint concerts, all-school operettas and pageants, visiting-day 
exhibits, clinics, and festivals are affairs of this type. 

Such projects should not consume an inordinate amount of 
school time or upset school schedules. When teachers have pre- 
pared their students and when the timing is figured, the music 
in the folders and on the racks, the stage arrangements set, 
and the necessary announcements planned, the rehearsal time can 
be very short. Schools can profit from the example of professional 
organizations, which operate of necessity in this way. 

The supervisor must take an important part in the planning 
but needs to allow much rein to the initiative of individual 
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teachers. At all costs, the supervisor must not dominate the 
performance itself. 

Outside Assistance. When the teachers and the supervisor do 
not possess the abilities or insights necessary to solve certain 
problems in instruction, it is time to call upon someone else 
for assistance. Special consultants are sometimes valuable in 
setting desirable change in motion; visiting clinicians can often 
reinforce and open up new avenues to musical experience for 
both students and teachers; commercial displays of musical 
materials and equipment can often be arranged to assist in 
promoting understanding and use of these items. 


SUMMARY 


The conduct of supervision often reflects vague understand- 
ing on the part of supervisors and their colleagues. It is an ex- 
tremely important function and should be designed to improve 
the teaching-learning process. One works with and within the 
staff in solving problems directly affecting instruction. 

The job is typically confined to the elementary, secondary, 
or college level or assigned in terms of the instrumental and 
vocal fields. Each of these plans has certain strengths and weak- 
nesses, 

The process of supervision is one of analyzing, advising, en- 
listing, stimulating, and expediting. It requires the services of 
a musical expert—one who has the qualities necessary to the 
music teacher plus successful teaching experience and executive 
ability. His activity should be purposeful, scientific, and demo- 
cratic, 

The new supervisor must plan his work, determining its goals, 
first problems to attack, and the procedures he can best use. 
He promotes the use of better materials and teaching methods. 
In-service education is one part of the job, along with the in- 
duction of new teachers. Other areas of service include the 
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development of a more unified staff, more professional activity, 
and spokesmanship for the staff. 

The music supervisor has many tools with which to accomplish 
his job. He observes and measures, conducts research, consults 
with individuals and groups, provides demonstrations and ex- 
perimental classes, organizes workshops, keeps necessary and 
useful information before the staff, develops joint musical 
projects, and engages outside assistance when needed. 


QUESTIONS FOR DISCUSSION 


1. What duties besides supervision commonly fall to the music super- 
visor? Would you call him more of a teacher or an administrator? How 
greatly do the responsibilities vary from school to school? What are 
some of the causes of this variation? 

2. What is the essential task of supervision, as distinct from adminis- 
tration? Have you observed weaknesses in its performance? 

3. To what degree do teachers need supervision? What forms has this 
assistance taken? 

4. Why do we usually think first of the elementary school in con- 
nection with supervision? Would it be better on the whole to have 
specialists to teach elementary school music? Do you consider it more 
effective to organize supervision separately in the vocal and instrumental 
fields? 

5. Describe the general supervisory process. What special qualifica- 
tions does this kind of job require? 

6. What steps may be taken by the new music supervisor in planning 
his operation? By what means does he discover what is needed and how 
his efforts are succeeding? 

7. In what direct ways can the music supervisor be of help to the 
teachers? Why does he do these things? 

8. Describe the various tools or techniques which may be applied by 
the music supervisor. Is any one of these an end in itself? How does 
one know which technique to use at a given time? 
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Chapter fl 
Evaluation in Music Education 


Testing of some kind has always been an integral part of the 
educative process. Oral tests, essay examinations, and objective 
tests of achievement and aptitude represent approaches to test- 
ing widely used in schools over the years. 

Early American schools relied largely on oral tests conducted 
by school committees and by teachers, but the difficulty of ad- 
ministering such tests to the growing school population and 
the criticism of the tests by educators on the grounds of their 
lack of uniformity and accuracy led to the wide use of essay 
examinations, 

The first decade of the twentieth century saw the beginning 
of a large group of studies which revealed a shocking lack of 
reliability in the scoring of written school examinations. Studies 
involving examinations in mathematics, English, and other sub- 
jects showed that not only did different scorers assign widely 
varying marks to the same examination paper, but teach- 
ers also assigned different marks when they regraded papers 
of their own pupils without knowledge of the marks they had 
previously given. The revelation of the deplorable state of ex- 
isting examinations, the influence of such men as J. M. Rice 
and Edward L. Thorndike, and the school-suryey movement 
gave impetus to the educational-measurement movement.’ 


*For an excellent and concise survey of the historical development of educational 
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In February, 1918, Thorndike published “what has proved 
to be probably the most influential paper that has ever appeared 
on educational measurements.” ? In the Seventeenth Yearbook of 
the National Society for the Study of Education: Part Two 
(1918) he began with the dictum, “Whatever exists exists in 
some amount and can be measured,” and called for understand- 
ing of quantitative thinking in education and for active ex- 
perimental work to improve educational measurement. 

Since 1918 educational measurement has undergone startling 
development, and tremendous strides have been made in the 
development and application of tests of many types. More 
recently educators have realized that adequate pupil appraisal 
involves more than the construction, administration, and scor- 
ing of valid and reliable measurement tools and that attention 
must be given to the formulation of instructional objectives, 
the definition of objectives in terms of pupil behavior, and 
the development of techniques to evaluate the behavioral out- 
comes, As a result, the term evaluation has come into wide use. 
Thus, three successive phases in the development of techniques 
for pupil appraisal can be identified: testing, measuring, and 


evaluating. 


EVALUATION DEFINED 


Evaluation is the process of determining the extent to which 
the objectives of an educational enterprise have been attained. 
It involves three steps: (1) the identification, formulation, and 
validation of objectives; (2) the collection of data relevant 
to status in relation to those objectives; and (3) the inter- 


pretation of the data collected. 


measurement see C. C. Ross, Measurement in Today’s Schools, Prentice-Hall, Inc., 


Englewood Cliffs, N.J., 1947, pP. 27-64. 
2 Ibid., p. 49. 
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Measurement refers to the use of evaluative tools the results 
of which are precise, objective, and quantitative. The data from 
measurement tools are stated in terms of amount, number, 
and so on, and lend themselves to statistical treatment. Thus 
measurement represents a means of gathering data and is fre- 
quently used in accomplishing the second step in the evaluative 
process. If measurement tools relevant to the objectives of the 
music program are available, they should by all means be em- 
ployed. Owing, however, to the comprehensive nature of the 
objectives of music education and the lack of tools to measure 
many of them, music educators must frequently employ less 
precise and less objective observational techniques to gather 
data. 

Previous chapters of this book have emphasized the importance 
of valid and clearly stated objectives in program planning and 
instruction. In evaluation the role of objectives is even more 
clear-cut because of the fact that no status, however precisely 
measured, has meaning except in relation to an objective. Thus, 
the music teacher must begin with clearly stated objectives of 
instruction in order to know what data to collect. 

Data should be collected only to determine status in relation 
to objectives. Routine testing which gives no information on 
pupil status in relation to a specific objective has no place in the 
music program. 

The interpretation of data involves logical-philosophical think- 
ing by which the teacher arrives at sound conclusions on the 
basis of the data collected. Results of the interpretation are used 
to guide the musical development of pupils and to appraise the 
effectiveness of the music program and the teaching methods 
used and make indicated modifications in them. 

Evaluative tools include tests, score cards, achievement scales, 
rating scales, observations, logs, interviews, case histories, an- 
ecdotal records, check lists, and other procedures by which ob- 
servations are made and judgments recorded. 


Fis 
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THE USES OF EVALUATION 


Evaluation has a number of important uses in the music- 
education program. They include the appraisal of pupil progress, 
pupil guidance, motivation, the improvement of instruction, 
the maintenance of standards, and research. 


Appraisal of Pupil Progress 


We have taken the position that the purpose of the music-edu- 
cation program is to promote musical learning. A teacher who 
accepts this proposition must take steps to determine to what 
extent musical learning takes place in his pupils. Only through 
evaluation can he gain insight into the success of musical ex- 
periences provided in the music program and of teaching tech- 
niques he uses. 


Guidance 


Like all teachers the music teacher has the responsibility 
for guiding pupils. The guidance problems he encounters in- 
clude assisting pupils in choosing musical activities in school, 
electing specialized musical opportunities in and out of school, ` 
and deciding whether to pursue a professional career in music. 
In order to provide intelligent guidance the music teacher must 
have the fullest possible information on the capacities, interests, 
and accomplishments of pupils. Only continuous and compre- 
hensive evaluation can provide the teacher and the pupil with 
the needed information. 


Motivation 

Chapter 5, “Foundations of Musical Learning,” and Chapter 
7, “Methods of Teaching Music,” have emphasized that the 
pupil, in order to be highly motivated, must be aware of and 
accept the objectives of instruction and must know his status in 


336 CHAPTER 11 


relation to the objectives. To the latter end constant evaluation 
by the pupil himself and by the teacher is essential. 

Evaluative procedures affect directly the amount and direc- 
tion of effort expended by pupils. If there is a lack of consistency 
between the avowed objectives of instruction and the evaluative 
procedures used, pupils are likely to accept as the real objectives 
those implied by the evaluative procedures. For example, if a 
music teacher proclaims broad objectives for elementary school 
music but tests only knowledge of sol-fa syllables, the pupils are 
likely to view passing the tests as their real objective and pass 
over the other objectives even as the teacher does in evaluating 
pupil progress. Thus in order to secure high levels of motivation 
the teacher must ascertain that there is consistency between 
objectives and evaluation and that all objectives are included in 
the evaluative procedures used. 


Improvement of Instruction 


The authors have repeatedly stated their conviction that the 
measure of successful teaching is pupil progress toward the ob- 
jectives of instruction. Evaluation provides the principal means 
for the teacher to determine the worth of the musical ex- 
periences he organizes for his pupils and the validity of his teach- 
ing methods. Furthermore, it enables him to identify strengths 
and weaknesses in his methods of teaching and his instructional 
materials. , 

Evaluation on a broad scale provides a means for determining 
the worth of the entire program of music education. It involves 
determining the validity of program objectives and the extent 
to which the musical competencies implied by the objectives 
are being established in pupils. 


Maintenance of Standards 


The term standards has many different connotations and is 
frequently bandied about carelessly and without precise defini- 


Evaluation in Music Education 337 


tion. Standards in music education are properly considered as 
attainment goals. They can only be set logically through agree- 
ment on values, since, for the most part, they have not yet been 
objectively determined nor can they be set in terms of test 
scores with currently available tests. 

Music education requires flexible standards adaptable to indi- 
vidual differences in ability and goals. Although the mainte- 
nance of standards represents a legitimate function of evalua- 
tion in music education, music educators should exercise great 
care in applying standards. When applied without regard to 
individual differences, standards may actually hinder musical 
development. 

Music educators should work together to establish standards 
for music literature used in the music program, performance 
difficulty of compositions, tone quality, music-reading ability, 
and other musical behaviors. The individual teacher should 
make every effort to uphold legitimate standards and, espe- 
cially, to reveal to pupils standards expected in the different 
phases of musical endeavor. 


Research 


Music education is urgently in need of well-conceived re- 
search at every level of the program. Evaluation represents a 
crucial item in all research, since the soundness of the conclu- 
sions reached depends directly upon the validity of the evalua- 
tive procedures used. 

The importance of evaluation in the music-education pro- 
gram should be clearly established. It is essential that all music 
teachers develop a clear understanding of the evaluative process, 
that they be well informed about available evaluative proce- 
dures, and that they evaluate thoroughly and systematically all 
phases of the music-education program. 
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FACTORS IN SELECTING EVALUATIVE TOOLS 


In selecting evaluative tools several factors must be con- 
sidered, These include the relevance of the tools to the objectives 
of the music program, validity, reliability, objectivity, ad- 
ministrative economy, and cost. 


Relevance 


It is essential that the objectives of the music program be 
clearly established before evaluative procedures are selected. 
Without objectives, evaluation and measurement are worse than 
useless, since the data can have significance only as they reveal 
status in relation to objectives. Thus the first criterion for a 
test or other type of evaluative tool is the relevance of the re- 
sulting data to one or more of the objectives of the music pro- 
gram. That is, does the test reveal significant information on 
the status of pupils in relation to the objectives of the program? 
For example, a given test of musical information may have real 
value in an advanced class in music literature, because it is 
relevant to the objectives of that particular course, but have no 
place in a secondary-school general music class or a performing 
activity. 

Each objective implies the type of evaluative procedure 
which is relevant to its evaluation, Succeeding sections on each 
area of musical learning will consider specifically the choice of 
evaluative tools, It suffices here to establish the necessity for de- 
termining the relevance of the information revealed by an 
evaluative procedure to the objectives of the program. 


Validity 
An evaluative tool is valid to the extent that it measures what 


it purports to measure. Two types of validity must be con- 
sidered, statistical validity and curricular validity. Statistical 


Evaluation in Music Education 339 


validity is determined by comparing test scores with criteria 
such as school marks, teacher ratings, differences in scores ob- 
tained by two or more groups known to vary greatly in ability, 
and scores on similar tests. The greater the correlation between 
test scores and the criterion measure, the greater the validity of 
a test. For example, scores on tests of musical aptitude have 
been compared with such criteria as teachers’ estimates of musi- 
cal aptitude and grades in music courses to establish the validity 
of the tests. Statistical validity is described in terms of a coeffi- 
cient of correlation which may range from —1.00 through zero 
to +1.00. 

Curricular validity, a concept frequently used in connection 
with standardized achievement tests, depends upon the content 
of the test rather than test scores. To establish curricular valid- 
ity, test content is compared with courses of study, statements 
of objectives, analyses of the content of textbooks, pooled 
judgment of qualified persons, and other significant criteria. 
The extent of curricular validity determines how accurately 
and comprehensively a test measures achievement in accom- 
plishing the objectives of a course of instruction. 


Reliability 

Reliability refers to the accuracy and consistency with which 
a test measures whatever it measures. Any test measures some- 
thing, and if it does so consistently, it is reliable, even though 
it may not measure what it purports to measure. Thus a test 
may be reliable without being valid, but to be valid it must of 
necessity have some degree of reliability. The concept of validity 
includes reliability, but reliability does not necessarily include 
validity. 

The reliability of a test is established by securing at least two 
measures of the same group of pupils using the same instrument, 
by administering two parallel forms of the test to the same 
group, or by the split-test method. In the last method the items 
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of a single test are divided into halves, and two scores are ob- 
tained for each person taking the test. The agreement between 
the two sets of scores provides the basis for estimating the re- 
liability of the test. Reliability is stated in terms of a coefficient 
of correlation. 


Other Factors 


Relevance, validity, and reliability are closely interrelated and 


represent the most important factors in the selection of an | 


evaluative procedure. Several other factors, however, must be 
considered before a decision is made to use a test or other 
evaluative tool. These include objectivity, time requirement, 
cost, and the availability of duplicate forms. 

Objectivity refers to the degree of uniformity with which 
different teachers may score the same tests. The less the chance 
for variations in scoring, the greater the reliability of a test. 
Some excellent tests require so much time to administer and 
score that they intrude seriously on the time available for in- 
struction. Financial cost involved in securing equipment, ma- 
terials, and personnel to administer and score the test must also 
be considered. All other things being equal, the choice of the 
least expensive test is indicated, but validity should never be 
sacrificed for financial reasons. 

Since it is frequently desirable to make provision for retesting 
after a lapse of time, the availability of duplicate forms of a test 
is also highly desirable. This is especially true in testing pupil 
achievement and in evaluating methods of teaching and mate- 
rials of instruction. 


PROCEDURE FOR SELECTING AN EVALUATIVE TOOL 


The first step in selecting an evaluative tool is to determine 
precisely the purpose of the evaluation. These may include 
appraising musical aptitude, musical achievement, the worth of 
teaching materials, the success of teaching methods, the value of 
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the music program, and so on. Once the purpose is clear the 
teacher should seek out all available tools which suit his purpose. 
The Mental Measurements Yearbooks? provide critical evalua- 
tions by competent experts of many standardized tests in the 
field of music. Other sources of information include reports in 
professional journals such as Journal of Research in Music Edu- 
cation, Educational and Psychological Measurement, Journal of 
Educational Research, Review of Educational Research, and 
publications of the American Educational Research Association. 
Perusing publications of this type gives the teacher the kind 
of preliminary information required in intelligent test selec- 
tion, On the basis of this information he should secure and 
examine personally the tests which seem to meet his require- 
ments. 

He should inquire carefully into the relevance, validity, and 
reliability of the test. After personally taking the test, he can 
judge whether it is material to his purposes. Information on the 
validity of a test should be included in the manual accompany- 
ing the test. This should include how the test items were se- 
lected, what criteria were used in validating the test, and the 
degree of validity established between the test content and test 
scores and the criteria employed. 

The degree of reliability required for a test depends some- 
what on the way in which the data are to be used. If a test is 
being used for individual measurement, the reliability coefficient 
obviously must be higher than if it is being used for group 
measurement. Although testing authorities are reluctant to give 
specific guides to reliability coefficients, there seems to be con- 
sensus on the soundness of the following prescription: 


.85-.99 High to very high; of value for individual measurement 
and diagnosis 
.80-.84 Fairly high; of some value in individual measurement 
and highly satisfactory for group measurement 
2 Oscar K. Buros (ed.), Second, Third, and Fourth Mental Measurements Yearbooks, 
Gryphon Press, Highland Park, N.J., 1941, 1949, and 1953, respectively. 
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.70—.79 Rather low; adequate for group measurement but of 
doubtful value in individual measurement 
.50—.69 Low; inadequate for individual measurement but of 
some value in group measurement 
Below .50 Very low; inadequate for use 


There is a tendency on the part of some test makers and test 
users to overemphasize the importance of reliability and to give 
insufficient attention to validity. Teachers should bear in mind 
that the reliability of a test makes little difference unless the 
test is valid and relevant to his purposes. Some manuals accom- 
panying tests of musical aptitude and musical achievement give 
impressive and detailed statistics on reliability and barely men- 
tion validity. When this is the case and when test authors fail 
to give specific information on validity and reliability, one is 
usually correct in assuming that the unmentioned quality has 
not been established and that the test is of doubtful value. 

Once the teacher has satisfied himself concerning the rele- 
vance, validity, and reliability of one or more tests, he can make 
his final selection on the basis of cost, time required, availabil- 
ity of duplicate forms, and any other administrative considera- 
tions. 


THE EVALUATION OF STUDENTS 


The evaluation of students includes evaluating musical ca- 
pacity and musical learning. The former has received an inten- 
sive research effort, and tests of musical capacity are widely 
used, principally to select students for specialized musical op- 
portunities. The development of tests of musical learning has 
been, on the whole, sporadic, but encouraging achievements 
have been made in the area. 


Evaluating Musical Capacity 


The testing of musical capacity has been marked, by con- 
troversy on three issues: (1) the nature of musical capacity, 
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(2) the ways in which such tests should be validated, and 
(3) the use of the tests in the music program. 

Seashore constructed his tests on the basis of a theory that 
musical talent consists of a number of separate capacities, in- 
cluding the ability to make fine discriminations of differences 
in pitch, loudness, timbre, and so on. He hypothesized that a 
person who can make such discriminations should also be a fine 
musician. Schoen takes a similar view of the nature of musical 
capacity but identifies the specific talents differently. Mursell, 
with his consistent field-theory orientation, does not agree with 
this theory of specific capacities. He holds that “musicality de- 
pends on and consists of an awareness of tonal-rhythmic con- 
figurations or tonal patterns and an emotional responsiveness 
thereto.” * Lundin more recently has stated his conviction that 
musical ability consists of “a number of acquired interrelated 
behaviors built up through a process of interaction of individ- 
ual organisms with musical stimuli throughout the life his- 
toys 

These positions imply disagreement over whether musical ca- 
pacity is composed of several specific abilities or is a unified 
coordinated phenomenon and whether musical capacity results 
principally from native endowment or musical experience. 
Neither question can be settled definitively with presently avail- 
able knowledge. 

Vigorous controversy has likewise grown out of differing 
conceptions of the validity of tests of musical capacity and of 
ways of establishing it. Mursell holds that the tests should be 
validated in relation to external criteria such as the ability to 
sing at sight, piano-playing facility, and other musical compe- 
tencies,® Seashore maintains that measures of such externat g 
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“James L. Mursell, The Psychology of Music, W. W. 
New York, 1937, p. 49. 

® Robert W. Lundin, An Objective Psychology of Musig, F 
pany, New York, 1953, p. 176. i 

© James L, Mursell, “What about Music Tests?” Music 
November, 1937. 
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teria may be less reliable than the tests themselves and that the 
real criterion of the validity of his tests lies in their internal 
consistency.’ The weight of professional opinion seems to sup- 
port Mursell’s position on this issue. 

A third issue centers around the question of what use tests 
of musical capacity have in the music-education program. Some 
music educators believe that the tests should be used as a basis 
for the selection of pupils for specialized musical opportunities. 
For example, the Rochester, New York, public schools have for 
the past twenty-five years used the Seashore Measures of Musical 
Talent, teachers’ estimates of musical excellence, average grades, 
and other factors to identify pupils with musical talent. Larson 
believes that the program has resulted in a high level of per- 
formance achievement for gifted pupils and a saving in time 
and energy of pupils, teachers, and parents.® 

Other music educators reject tests of musical capacity, either 
because of doubts concerning their validity or because of a con- 
viction that all pupils should be permitted to begin specialized 
instruction on the basis of their interest, regardless of their 
scores on tests of musical capacity. According to the latter view 
no pupil should be deprived of special musical opportunities, 
even though he cannot meet an arbitrary standard. The point 
is frequently made that all kinds of musical experience have 
value for all pupils and that each pupil should have the oppor- 
tunity to pursue his musical interests, even though he may never 
develop into a superior musician. 

It seems reasonable to emphasize the fact that many factors 
besides capacity operate in determining success in musical per- 
formance and other special musical activities. A pupil with a 
moderate level of musical capacity and high levels of motiva- 


7 Carl E. Seashore, “The Psychology of Music: XI” Music Educators Journal, 24: 
25-26, December, 1937. 

® Ruth C. Larson, “Finding and Guiding Musical Talent,” Music Educators Journal, 
42:22-25, September, 1955. 
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tion and interest frequently accomplishes more than the most 
talented pupil lacking in interest and motivation. 

Another point to consider is whether limiting the opportuni- 
ties of pupils with moderate or even low levels of musical ca- 
pacity is consistent with the purposes of general education and 
music education in our American democracy. 

The decision to use or not to use tests of musical capacity re- 
quires careful consideration of all the factors involved and 
should not be taken lightly. The conclusion of the present au- 
thors is that such tests should never be used as a sole factor in 
screening pupils for specialized musical opportunities. Using 
test results as one source of evidence, along with all other avail- 
able information about the pupil which bears on his potential 
for successful and rewarding experience with music, may be ad- 
visable under one condition: The test used should have demon- 
strated validity in relation to significant external criteria, and 
the reliability coefficient should meet the standards required for 
significance in individual and group guidance. It is, further- 
more, urgent that teachers use extreme caution in interpreting 
and using test results. 

A carefully compiled cumulative record of pupil achievement 
in music can provide a high level of insight into both musical 
capacity and other factors important in success with music. 
Such a record is especially valuable if the elementary school 
music program includes varied exploratory experience in all 
phases of music, including keyboard, instrumental, and creative 
experiences. 

A relatively recent development in musical aptitude testing 
requires comment at this point. Several commercial tests have 
appeared on the market designed specifically for use in recruit- 
ing pupils for the instrumental music program. Some of these 
tests have been published without any effort to establish their 
validity or reliability. While it is not germane to our purpose 
to discuss the ethics of recruiting practices, it appears obvious 
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that tests of musical capacity constructed and published with- 
out rigorous effort to establish validity and reliability have no 
place in the music-education program. Their use for any pur- 
pose whatsoever cannot be rationally justified. 

Selected tests of musical aptitude are listed at the end of the 
chapter. 


Evaluating. Musical Learning 


It is essential that teachers evaluate all kinds of learning im- 
plied by instructional objectives. These may include appreciation, 
musical knowledge, musical understanding, skills of listening, 
skills of performance, attitudes, and habits. The breadth of 
objectives for a given musical activity governs the scope of 
evaluation. For example, a general music class should probably 
include objectives in all the areas of musical learning mentioned, 
and a comprehensive evaluation program would need to ap- 
praise pupil status and pupil progress in all of them. From time 
to time primary emphasis might properly be given to a single 
type—for example, skills of listening—and during that period 
evaluation would logically be focused primarily on that type of 
learning. On a long-range basis, however, both objectives and 
evaluation should be comprehensive in scope, 

In more highly specialized musical activities evaluative pro- 
cedures are properly directed primarily toward appraising the 
specialized learning desired, but related types of learning should 
not be ignored either in the development of objectives or in the 
appraisal of pupil progress. For example, the teacher of an in- 
strumental class has as his basic objective the development of 
performance skill, but this does not mean that he can rightly 
neglect musical understanding, appreciation, or skills of listen- 
ing either in instruction or in evaluation. The point is that all 
musical instruction, whether general or specialized in nature, 
should be focused on the development of broad musicianship, 
even though the principal focus of a given activity is on one 


Evaluation in Music Education 347 
specialized aspect of musicianship. Fine musicianship is an inte- 
grated behavior, and musical instruction should result in inte- 
grated learning. That is, every phase of musical instruction, 
whether general or specialized, should assist the learner in pull- 
ing together and refining all his musical learning and in apply- 
ing it to the musical problems he encounters. For example, a 
voice teacher is primarily concerned with the development of 
skill in singing, but if he discovers that a pupil is deficient in his 
ability to read music or has a low level of musical understand- 
ing, he should do more than censure the theory teacher; he 
should point the instruction partly toward removing these 
deficiencies. Obviously he cannot turn the vocal lesson into a 
theory class, but he should work toward improving the pupil’s 
general musicianship as well as his performance skill, Thus, as 
his objectives are broadened, his evaluative procedures should 
likewise include evaluation of the pupil’s progress in music 
reading and musical understanding. 

It is essential that evaluative procedures be consistent with 
the avowed objectives of instruction and that the teacher dis- 
cover means for evaluating status and progress in relation to all 
the objectives. Excellent published evaluative tools are available 
for appraising some aspects of musical learning, but serious gaps 
in the evaluation of musical learning remain. As a result, the 
music teacher must frequently supplement published tools by 
constructing his own tests and other evaluative tools and by 
employing informal observation as a means to evaluation. 

The following sections consider the evaluation of each type 
of musical learning and present suggestions for techniques of 
evaluation. Selected published tests and scales are listed at the 
end of the chapter. 

Evaluating Musical Knowledge. Musical knowledge represents 
an important aspect of musical learning and is essential in the 
development of musicianship. Some teachers, however, tend to 
limit evaluation to testing knowledge and to overemphasize its 
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importance. If the objectives of a given course of musical in- 
struction include the accumulation of knowledge, and most will 
to some extent, results in that direction should by all means be 
evaluated, but knowledge testing should not dominate the eval- 
uation program. 

Several tests of musical knowledge have been published and 
standardized and may be useful in the music-education pro- 
gram if the teacher selects a test clearly relevant to the objec- 
tives of instruction, The proper sequence is to determine the 
objectives and then seek a test that measures status in relation 
to them, rather than to select a test first and derive objectives 
from the test content. 

Teachers should probably rely largely on tests of their own 
making, which can have unique levels of curricular validity and 
relevance to their instructional objectives.” 

Evaluating Appreciation. Appreciation of the expressive im- 
port of music is revealed by the quality of performance, by the 
ability to make valid value judgments of performance and com- 
positions, and to an extent by the degree of absorption a person 
exhibits during a musical experience. The evaluation of appre- 
ciation involves identifying overt behaviors and knowledge and 
understanding which can logically be associated with appre- 
ciation. 

The following criteria for evaluating appreciation seem rea- 
sonable: Is the pupil deeply moved and closely attentive during 
musical experience? Does his performance reveal the consistent 
movement of the musical line? Can he develop arrangements 
and accompaniments for performance on his own level that in- 
crease the expressive appeal? Can he make value judgments of 


® For excellent instructions on test construction see H. H. Remmers and N. L. Gage, 
Educational Measurement and Evaluation, Harper & Brothers, New York, 1955, pp- 
73-120; and Joseph R. Gerberich, Specimen Objective Test Items: A Guide to Achieve- 
ment Test Construction, Longmans, Green & Co., Inc., New York, 1956. 
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musical compositions and musical performances which approxi- 
mate the judgments of connoisseurs of music? 

Hevner’s tests of aesthetic appreciation ° represent an ex- 
cellent approach to measuring some aspects of appreciation. At 
the present time, however, teachers must rely largely on setting 
up their own testing situations. This can be accomplished by 
playing several compositions of the same type, judged by con- 
noisseurs to vary in quality, and asking pupils to state their own 
preferences. The same technique can be applied to recordings 
of the same compositions which vary in quality. 

Informal appraisal of appreciation can be accomplished in 
performance-group and applied-music instruction by varying 
the interpretation of a composition and asking pupils to select 
the most expressive one. Significant inferences concerning ap- 
preciation may be drawn through observing the attitude, the 
level of concentration, and the intensity of the affective re- 
sponse of pupils during performance and listening experience. 

Informality should characterize the evaluation of apprecia- 
tion. Otherwise, the response of pupils is more likely to repre- 
sent what they think it ought to be rather than what it really 
is. Morrison’s statement on this point is well taken: y 


In most cases in the appreciation type, it is almost impossible 
to utilize the written test even for securing the evidence. The 
reason is to be found in the fact that we can never tell whether 
the pupil is recording what he knows his preferences or stand- 
ards ought to be or is disclosing what they really are... In 
general, the examination attitude and atmosphere must be en- 
tirely avoided. There must be no question of “passing” in liter- 
ature or conduct, the appreciation of music or the fine arts. 


Kate Hevner (Mueller), “Tests of ‘Aesthetic Appreciation in Music,” Journal of 


Applied Psychology, 14:470-477, 1930. 
“Henry C. Morrison, The Practice of Teaching in the Secondary School, Uni- 
versity of Chicago Press, Chicago, 1931, p. 358. Copyright 1931 by the University 


of Chicago. Reprinted by permission of the publisher. 


350 CHAPTER 11 


The penalty for failure at this point is to convert the teaching 
staff into an organization of snoopers and the pupil body into 
a crowd of more or less willing time servers. 


The use of informal direct observation, pupil logs, case his- 
tories, and activity inventories is indicated in appraising appre- 
ciation. The logic behind their use lies in the principle that ap- 
preciations can be inferred from such records of unsupervised 
behavior. 

Evaluating Attitudes. Attitudes are revealed by the opinions 
people hold, by their behavior, and by their interests, Attitudes 
must be inferred, since they are not directly observable. 


Attitudes are inferred bases for observed consistencies in be- 
havior of individuals. Inferences may be based on observations 
of either verbal or non-verbal behavior. Attitudes express them- 
selves in what people do or abstain from doing and in the man- 
ner in which they do things as well as in what people say. In 
ordinary social intercourse how an individual feels, what he 
is attempting to do for what purpose may be surmised by other 
people involved in the same situation from his facial expression, 
his tone of voice, his bodily stance and movements and his 
verbal statements.!? 


The evaluation of attitudes takes much the same direction as 
the evaluation of appreciation. It involves the discovery of at- 
titudes, determining their direction and appraising their in- 
tensity. The most common instrument for measuring attitudes 
is the opinion scale, Forms of the opinion-scale technique have 
been developed by Thurstone and Remmers, No scales have 
been published for appraising attitudes toward music, but 
teachers can adapt opinion scales and interest inventories for 
this purpose.’ 

“Eugene L. Hartley and Ruth E. Hartley, Fundamentals of Social Psychology, 
Alfred A. Knopf, Inc., New York, 1952, p- 686. 


For descriptions of instruments for measuring musical interests and attitudes 
toward music see John H. Mueller and others, Studies in Appreciation of Art, 4(6): 
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Opinion scales and questionnaires to be filled out by students 
provide an indication of attitudes, especially if they feel free 
to express their actual opinions rather than what they think the 
teacher wants. Logs and anecdotal records of pupil behavior 
in class can be used to advantage in inferring attitudes. Records 
of verbal statements, tone of voice, facial expressions, examples 
of attention and inattention, and cooperation or resistance dur- 
ing musical activities all give a pattern of information which 
can be interpreted to determine attitudes. 

Personal interviews may be used to advantage to supplement 
other techniques of evaluating attitudes. They are especially 
useful in the case of pupils who show extremely negative atti- 
tudes in that they enable the teacher to get at the causes of 
negative behavior and, when skillfully handled, they provide a 
means to securing rapport with the pupil. 

The evaluation of appreciation and attitudes is essential to 
successful music teaching. It not only enables the teacher to 
appraise results in important areas of musical learning but also 
provides him with valuable insights into the nature and needs 
of his pupils, both as a group and as individuals. The evaluation 
admittedly lacks precision and is open to errors in observation 
and judgment. It should be recognized, however, that teachers 
inevitably make value judgments of attitudes and appreciation 
and that the effort to systematize and objectify the evaluative 
process can only result in more valid and reliable judgments. 

Evaluating Musical Understanding. The presence or absence 
of musical understanding is revealed by the way a pupil tackles 
a musical problem confronting him. This provides the clue to 
evaluation of musical understanding. Is he aware of the prob- 
lem? Does he approach it systematically? Does he apply his 
knowledge and skill to it systematically? If questions such as 
a te gi DA Ue SAE Bal ee SUA eee, 


138-142, University of Oregon Publications, February, 1934; and Paul R. Farnsworth, 
“Rating Scales for Musical Interests,” Journal of Psychology, 28:245-253, 1949. 
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these can be answered affirmatively, he is evidencing some meas- 
ure of musical understanding. 

The principal means to the evaluation of understanding lies 
in direct, systematic, and continuous observation of the musical 
behavior of pupils when confronted with musical problems. The 
following procedures are suggested to reveal the extent of musi- 
cal understanding and can be adapted for use at various levels 
of the music program: 

1. After pupils have heard or performed a composition sev- 
eral times, ask them to discuss verbally or in writing the style 
and structure of the composition and to compare it with other 
compositions with which they are familiar. 

2. Ask students to improvise parts and accompaniments to a 
song and evaluate them on consistency with the style and ex- 
pressive intent of the song. 

3. Play an unfamiliar composition for pupils and ask them to 
identify its style and structure, to name possible composers or 
sources, and to give reasons for their decisions. 

4. Ask the pupil to prepare a performance on his own and 
tell why he performs it as he does. 

5. Play two or more performances of a composition and ask 
pupils to state which performance they prefer and why. 

Available tests measure only limited and highly specific as- 
pects of musical understanding, and many facets of under- 
standing are not subject to paper-and-pencil testing. Essay 
examinations and objective tests can be used to advantage, how- 
ever, in appraising stylistic understanding." 

Evaluating Skills of Performance. Rating scales represent the 
principal means to the evaluation of performance skills. The 
scales may produce either qualitative or quantitative results. 
For example, the results of scales for measuring musical reading 
skill are usually stated in terms of the number of correct notes 


“For a valuable discussion and description of tests of musical discrimination and 
musical concepts, see John H. Mueller and others, op. cit., pp. 115-138, 
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read, while the results of scales intended for more general as- 
pects of performance skill are often stated in qualitative terms. 
The latter, however, can also have quantitative values assigned. 

The crucial point in the selection and construction of rating 
scales is the clarity and preciseness with which the qualities to be 
evaluated are defined. 

Several rating scales designed for evaluating performances in 
contests are available. For example, the Adjudicators’ Comment 
Sheet prepared by the National Interscholastic Music Activities 
Commission defines with some precision the qualities under ap- 
praisal in performance. There remains a need, however, for more 
precise definition of some of the less tangible qualities of musical 
performance. Phrasing, for example, is a term with different 
connotations for different people, and concepts of good phrasing 
may vary greatly among evaluators. Clarification and definition 
of the concept of phrasing and of the relationship of phrasing 
to musical structure and to words in vocal music would be 
useful to evaluators of musical performance. 

In order to increase the precision and objectivity of observa- 
tion the teacher should habitually employ a rating scale in eval- 
uating performance in musical classes and in private instruc- 
tion. The use of a systematic scale is especially urgent in periodic 
and final examinations and in auditions for entrance to per- 
forming groups and music schools. 

Evaluating Skills of Listening. In evaluating skills of listen- 
ing the teacher must first specify the types of awareness and 
discrimination in listening which represent his objectives and 
then select or develop evaluative procedures which appraise the 
extent to which the desired behaviors have been developed. 

Mueller, in a quite comprehensive proposal for a program of 
testing in music appreciation, lists the following basic listening 
skills: ** 


Kate Hevner Mueller, “Studies in Musical Appreciation,” Journal of Research in 
Music Education, 4:3-25, 1956. 
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1. Merely to hold a sustained attention to music for a shorter 
or longer interval, 

2. To hear the basic rhythm and deviations from it. 

3. To identify the choirs of instruments and notice their 
use in the total structure. 

4. To orient himself correctly in the basic tonality and fol- 
low the fluctuations and contrasts from it. 

§. To hear the repetitions of both small and large patterns 
and perceive the relation of the separate units to the structure 
as a whole. 

6. To identify a group of related music elements as a subject, 
figure or theme. 

7. To perceive the changes in musical subjects which consti- 
tute their growth or evolution toward a preconceived and satis- 
fying goal. 

8. To catch the traditional affective tone associated with 
certain elements, for example, the more depressive effects of 
slow tempos, low pitch, minor mode, etc. 


She has devised a procedure for testing “music appreciation” 
in terms of the intellectual process of perceiving its formal 
structure. She presented one complete musical composition and 
repeated it three or four times, The subjects were provided with 
a list of twenty-nine statements about the music derived from 
study of the score and the recorded performances of it. The 
statements dealt with the general outline of the form, the de- 
tail of the themes and their manipulations, tonality and har- 
monic structure, meter and rhythm, and instrumentation. They 
were arranged in chronological order, with items about the in- 
troduction listed first and those concerning the total structure 
at the end. Some statements were true and others false. 

The subjects checked each statement on a five-point scale, 
indicating their opinion as follows: “strongly agree,” “probably 
agree,” “no opinion,” “probably disagree,” and “strongly dis- 
agree.” 
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Examples of the type of statement she used follow: 

1. There are many repetitions of sections of the piece. 

2. There are three parts and the third repeats the first. 

3. The main theme has two melodic fragments, 

4. The piece uses 34 time (meter). 

She reported an odd-even item reliability coefficient of .80 
and a significant relationship (r = .70) between test scores and 
interest and listening experience as measured by Mueller’s 
scale.*® 

Mueller’s approach has excellent possibilities for measuring 
listening skills, and teachers are urged to adapt it to their own 
situations. In addition, less formal means of evaluation can be 
used with good effect. For example, apprehension of a melody of 
a composition may be revealed by having pupils sing or play at 
least a phrase of each theme in a composition they have heard. 
Advanced pupils may be asked to write themes they have heard, 
but it should be remembered that this requires a high develop- 
ment of skill other than listening. A simple test of harmonic 
perception is to have pupils sing the bass line while the melody 
is being played. 

Evaluating Musical Habits. The ultimate criterion for judg- 
ing the success of musical learning lies in its effect upon the 
living of a pupil and the extent to which he uses what he has 
learned. Does he pursue musical learning further on his own? 
Does he share his musical ability with family and friends? Does 
he seek to refine and extend his musical competencies? Does he 
seek opportunities to play and sing with others? Does he put 
into use an intelligent approach to the solution of musical prob- 
lems? Does he have a record collection—go to concerts regu- 
larly—support community and school music activities—listen 
selectively to musical radio and television programs? Answers 
to such questions as these reveal the extent to which the music- 


1 John H. Mueller and others, op. cit., p. 150. 
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education program is affecting the lives of those who participate 
in it. 

Observational techniques and self-evaluation are indicated in 
the appraisal of musical habits, These should include close ob- 
servation of behavior in the classroom to ascertain whether 
knowledge, understanding, skills, and appreciation are operat- 
ing in day-to-day musical behavior. Cooperative evaluation 
with parents, private teachers, and persons in charge of church 
and community musical activities is essential in the evaluation 
of habits. These efforts can range all the way from informal 
conferences to systematic follow-up studies, For example, 
queries to parents of young children on the extent of carry-over 
of school music activities to the home reveal at least partially 
the effectiveness of school music experiences and learning. 


THE EVALUATION OF THE MUSIC PROGRAM 


The final criterion for judging the effectiveness of a program 
of music education is its effect on the musical behavior of stu- 
dents. It follows that, when possible, the best means of evaluat- 
ing the program is to ascertain the progress of students toward 
the objectives sought, and earlier sections of this chapter have 
dealt with the evaluation of students. 

Present conditions of evaluative techniques, however, make 
it difficult or impossible to appraise accurately some of the direct 
results and many of the indirect results of music education. 
Some evade precise evaluation and others are so remote that they 
must be appraised indirectly for the most part. For example, the 
carry-over value of music education is often immeasurable until 
years have passed, Furthermore, it is sometimes difficult to de- 
termine whether the presence or absence of carry-over is due to 
the experiences provided in the school music program or to in- 
fluences outside the school, Therefore, an evaluation of factors 
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that may logically be expected to produce the desired outcomes 
is essential as a supplement to the evaluation of students. 

The steps in program evaluation are (1) to indicate the ob- 
jectives of the program and ascertain their worth, (2) to collect 
data about all factors related to the objectives, and (3) to inter- 
pret the data collected and then take steps to improve the pro- 
gram. 


Preparation and Validation of Objectives 


The task of preparing and validating music-education objec- 
tives involves interpreting the best theory and practice in the 
light of the demands of the immediate situation. This process 
has received systematic attention in Chapter 6. The validation 
of objectives must depend primarily on the judgment of expert 
professional personnel, parents, and pupils, since objectives rep- 
resent value judgments about what the music program should 
accomplish. 


Collection of Data 


In evaluating the total program of music-education, data 
should be collected concerning the status of the following 
factors: 

1. The scope of the program, including the extent and types 
of experiences offered in music classes and performance activ- 
ities for the general pupil and for pupils with a special interest 
and aptitude in music 

2. The extent of pupil participation in the music program 

3. Administrative policies and procedures, including schedul- 
ing, class size, teaching load, time requirement, marking, and 
so on 

4. Qualifications of teaching personnel 

5. Facilities for the music program 

6. Equipment and teaching materials available 
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7. Relationship of music education to other parts of the 
curriculum 

8. Quality of instruction 

9. Relationship of the music program to the community 

A variety of procedures may be used in gathering data, in- 
cluding program score cards, check lists, analyses of administra- 
tive policies and procedures, analyses of attitudes and opinions 
of those concerned with the music program, analyses of school 
records, existing program standards, evaluative criteria, and 
general survey techniques. 

Published tools for evaluating the music-education program 
are scanty, but some worthwhile sources of assistance are avail- 
able. These include The Evaluation of Music Education pre- 
pared by the Commission on Accreditation and Certification in 
Music Education of the Music Educators National Conference. 
This publication suggests standards for the evaluation of the 
college curriculum for training school music teachers, Other 
publications useful in evaluating specific portions of the music 
program are Minimum Standards for Stringed Instruments in 
the Schools, Music Rooms and Equipment, and Outline of a 
Program of Music Education, all published by the Music Edu- 
cators National Conference. 

Evaluative Criteria™ contains both items pertaining to the 
music program and others of a more general nature which can 
be adapted to the evaluation of instructional, administrative, 
and supervisory aspects of the music program. 


Criteria for Evaluating Music Programs 


The following criteria are suggested for the guidance of per- 
sons interested in evaluating a program of music education. 
They represent an objectification of the authors’ philosophical 
orientation and have proved useful in several general surveys of 


* Cooperative Study of Secondary-school Standards, Evaluative Criteria, American 
Council on Education, Washington, 1950. 
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school music programs. They are presented for illustrative pur- 
poses and to provide a basis for individuals and groups to de- 
velop criteria consistent with their own philosophical orienta- 
tion and applicable to a specific situation: ** 


1. The controlling idea underlying the entire program is 
the development of musicianship and musical responsiveness. 

2. The program operates on the basis of a well formulated 
statement of objectives which are consistent with and con- 
tribute to the objectives of the school and which have been 
developed cooperatively by the music-education staff. 

3. The program is organized and operated to contribute to 
the stated objectives. 

4. The program exhibits continuity from the elementary 
school through secondary school. 

5. General Music provides the core of the music program 
with specializations growing out of it. 

6. The program provides musical experiences that reach all 
pupils in the school. 

7. The musical experiences provided meet the diversified in- 
terests of pupils. 

8. The program makes provision for individual differences 
in musical capacity, background and aspiration. 

9. The program results in the development of musical leader- 
ship on the part of able pupils. 

10. The program develops musical interests and compe- 
tencies which carry over into out-of-school life. 

11. The program serves to make music a vital factor in the 
life of the school. 

12. There are adequate opportunities for public perform- 
ance growing out of the program and serving as a means of 
promoting musical growth. 

13. The program utilizes the musical resources and tradi- 
tions of the community. 

These criteria previously appeared in Charles Leonhard, “Evaluation in Music 
Education,” Basic Concepts in Music Education, National Society for the Study of 
Education Fifty-seventh Yearbook, Chicago, 1958, part I, pp. 336-337. 
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14. The program promotes constructive relationships with 
private music teachers in the community. 

15. The program has a desirable impact upon and promotes 
constructive relationships with community agencies such as 
churches and adult music groups. 

16. The program operates within a framework of long-range 
plans. 

17. The music education staff exemplifies organic unity, 
community of purpose and coordination in planning and work- 
ing. 

18. The musical resources of teachers other than music 
specialists are utilized in the program. 

19. All participants in the program, including staff and 
pupils, participate in planning on appropriate levels. 

20, There is provision for systematic procurement of facili- 
ties, equipment and instructional materials. 

21. Equipment and instructional materials are adequate, 
varied, up-to-date, in good repair and easily available for use. 

22. The quality and extent of facilities for music contribute 
to the attainment of the objectives of the program. 

23. The program has the support and approval of the school 
administration and faculty. 

24. The program has the support and approval of an in- 
formed public. 

25. Provision is made for continuing and constructive evalu- 
ation of all facets of the program. 


SUMMARY 


Evaluation is the process of determining the extent to which 
the objectives of education have been attained. It involves three 
steps, the formulation of objectives, the collection of data, and 
the interpretation of data. Measurement attempts to secure im- 
proved precision and objectivity of observation. The uses of 
evaluation in music education include appraisal of pupil prog- 
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ress, guidance, motivation, improvement of instruction, main- 
tenance of standards, and research. 

There are two aspects to the evaluation of students in music 
education, evaluating musical capacity and evaluating musical 
learning. The former has attracted considerable research atten- 
tion, and numerous tests have been standardized and published. 
The decision to use tests of musical capacity requires close ex- 
amination of one’s philosophical orientation toward music edu- 
cation and of many other complex factors, Using tests which 
have established validity in relation to significant external cri- 
teria and a high level of reliability may be advisable if the re- 
sults are interpreted cautiously and if other indications of 
musical capacity are taken into account. 

It is essential that music teachers evaluate all kinds of learn- 
ing implied by their instructional objectives. These may include 
appreciation, musical knowledge, musical understanding, skills 
of listening, skills of performance, attitudes, and habits in vary- 
ing combinations. Evaluation should always be consistent with 
objectives, and the scope of evaluation for a given course of 
musical instruction depends upon the breadth of the objectives 
for the course. Although numerous tests and other evaluative 
tools valuable in the music program have been published, the 
music teacher must rely to a great extent on tests and other 
evaluative tools which he designs and constructs. Observational 
techniques and cooperative evaluation by teachers and pupils 
are essential in most phases of musical learning. 

Since the present status of evaluative techniques makes it im- 
possible to evaluate accurately many of the results of the music- 
education program, evaluation of the program itself is essential 
as a supplement to the evaluation of students. This is accom- 
plished by the cooperative formulation of criteria for evaluation 
pertaining to all facets of the program and the application of 


the criteria to the program. 
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SELECTED TESTS OF MUSICAL CAPACITY 


Drake, R. M.: Drake Musical Aptitude Tests, Science Research Associ- 
ates, Chicago, 1954. Two tests, one of musical memory and one to 
forecast rhythmic ability. The former uses especially composed 
melodies; the latter, the device of counting to the sound of a 
metronome. Reported reliability coefficients: .85 to .95. 

Gaston, E. Thayer: A Test of Musicality, Odells Instrumental Service, 
Lawrence, Kansas, 1956. This test is designed to measure ability to 
apprehend configurations of tone and rhythm. It is based on the 
notion that musicality consists in perceptive responsiveness to 
actual musical structures. Reported reliability coefficients: .88 
to .90. 

Seashore, Carl E., and others: Manual: Seashore Measures of Musical 
Talents, The Psychological Corporation, New York, 1956. Includes 
six tests of pitch, loudness, rhythm, timbre, time, and tonal mem- 
ory. Reported reliability coefficients: .62 to .79. 

Whistler, Harvey S., and Louis P, Thorpe: Whistler-Thorpe Music Apti- 
tude Test: Series A., California Test Bureau, Los Angeles, 1950. 
Based on the presentation of musical rather than tonal stimuli. Re- 
ported reliability coefficient: .93. 

Wing, Herbert D.: Tests of Musical Ability and Appreciation, Uni- 
versity of Chicago Press, Chicago, 1949. Designed to measure musi- 
cal perception and appreciation rather than sensory capacities and 
consists of seven subtests: chord analysis, pitch change, memory, 
thythmic accent, harmony, intensity, and phrasing. Reported re- 
liability coefficient: .91. 


SELECTED TOOLS FOR MEASURING MUSICAL ACHIEVEMENT 


Aliferis, James: Aliferis Music Achievement Test, University of Minne- 
sota Press, Minneapolis, 1954. Consists of three sections: harmonic, 
melodic, and rhythmic. Designed for use at college-entrance level 
to measure auditory-visual discrimination of musical elements. 

Farnum, Stephen E.: Farnum Music Notation Test, The Psychological 
Corporation, New York, 1953. Designed to select students for 
serious instrumental instruction at the junior high school level. 

Knuth, William E.: Knuth Achievement Tests in Music, Educational 
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Test Bureau, Inc., Philadelphia, 1936. Designed to measure pupil 
achievement in recognition of musical form from its notation. 
Kwalwasser, Jacob, and G. M. Ruch: Kwalwasser-Ruch Test of Musical 
Accomplishment, Bureau of Educational Research and Service, 
State University of Iowa, lowa City, 1927. Actually a test of 
musical knowledge. Includes knowledge of such items as time and 
key signatures, musical symbols, recognition of syllable names, 

and detection of errors in a melody. 

Watkins, John G., and Stephen E. Farnum: Wathins-Farnum Perform- 
ance Scale for All Band Instruments, Hal Leonard Music, Inc., 
Winona, Minn., 1954. Consists of a series of fourteen sight-reading 
exercises in order of increasing difficulty. 


QUESTIONS FOR DISCUSSION 


1. What is the difference between “measurement” and “evaluation”? 
In what way is evaluation the more comprehensive term? 

2. What steps are involved in the process of evaluation? How are 
these related to the objectives of the music program? 

3. Describe the uses or applications of evaluation. How does evalua- 
tion affect the work of the teacher and that of the student? 

4. When is an evaluative tool judged valid? How does this relate to 
its reliability? What is the procedure in selecting an evaluative instru- 
ment? 

5. How would you define musical capacity? Do you think it can be 
measured? What purpose might such measurement serve? 

6. Why should evaluation of musical instruction be comprehensive? 
Why does the nature of the particular musical behavior dictate the 
evaluative procedure? 

7. Why is it difficult to find relevant tests of musical knowledge? 
What can the teacher do in this case? 

8. Why must musical appreciation be measured indirectly? In what 
ways does one reveal his appreciation? Why is it important to avoid 
formal evaluative situations in this instance? 

9, Describe the ways in which musical attitudes are revealed. What 
techniques may be used in gathering such data? 

10. What is the key to evaluating musical understanding? 

11. Why are rating scales most useful in evaluating skills of perform- 
ance? Describe methods by which listening skills may be evaluated. 
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12. How may musical habits be appraised? 

13. Why is program evaluation actually a survey of the educational 
environment rather than its product? 

14. Describe the general factors to be explored in securing data on 
the music program. How may such data be interpreted? 
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